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CHAPTER I 
THE PROBLEM AND DEFINITIONS OF TERMS USED 
I . THE PROBLEM 
Statement of the problem. It was the purpose of 
this study (1) to clarify some desirable objectives and 
procedures for guiding and motivating children's growing 
musical perceptions through listening; and (2) to suggest 
ways of presenting selected music literature in the primary 
and intermediate grades in such a way that it implements 
these objectives and encourages growth in perceptive 
listening. 
Importance of the study. Readings in music education 
literature indicate the value of perceptive listening as a 
skill that brings greater enjoyment, appreciation, and under-
standing of music. The scope and depth of such an art was 
characterized by Baldwin as a total physical, emotional, and 
intellectual response to musical beauty and a recognition of 
the factors that cause it. (57:94) 
If music can develop aesthetic sensitivities in a 
child, it follows that with directed study, music can 
become a part of his thinking, his feeling and his taste 
for what is beautiful and worth remembering. Attentive, 
appreciative listening, however, must be based on some 
technical knowledge in order to enable the child to value 
"the continuity, the logic, the finesse of texture and 
design in music," as well as its more apparent physical 
and emotional appeal. (56:xix) Baldwin, one of the 
pioneers in guided music listening, has explained the 
value of musicianly listening by saying that: 
Art is long and one of its unique values is the pre-
servation of life and of beauty in the mind. This 
being true, art appreciation becomes much more than 
passing pleasure. It, too, preserves beauty, in 
memory clear and definite that feeds reflection and 
makes recognition possible. Musicianly listening, 
which registers the details of musical beauty, turns 
the instant joy of mere hearing into music memory, a 
durable satisfaction. (57:91) 
Listening has been considered the unifying element 
inherent in all musical experiences. For example, in 
singing activities, such as learning a song by rote or in 
actual music reading in unison or harmony, listening is an 
integral part of the child's experience. He must listen 
for accurate tonal and rhythmic production, a musical 
rendition of the song, and self-improvement in the choral 
effect. Early concepts of high and low, differences in 
dynamics and tempo, and phrase sense can only be achieved 
through listening. 
In rhythmic activities, physical response to music 
is realized through listening for the basic beat and 
general character of the rhythm. Through bodily responses, 
this is translated by the child into visual action. In 
2 
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song dramatization, he listens in order to determine whether 
a light or heavy bodily movement is needed. The use of 
rhythm instruments in song accompaniment presupposes an 
interplay of listening with creative action. 
The third basic area of musical experience in the 
elementary school, that of performance or playing of musical 
instruments, also employs listening skills. In order to play 
in rhythm bands or toy orchestras, or accompany songs with 
tonal or rhythmic instruments, a child must learn to listen 
in order to perform accurately and well. He must hear 
pitch differences in the song bells or make discerning 
choices from available rhythm instruments according to 
what he inwardly hears as being correct and appropriate. 
Listening for chord changes in autoharp playing is another 
aural experience for the child. When a child plays an 
orchestral or band instrument, alone or in ensemble, 
listening must constantly govern his musical perception 
and performance. 
Furthermore , for the majority of students, music 
listening, as an activity in itself, affords the greater 
potential to achieve a high level of aesthetic experience. 
Developments in modern communication greatly facilitate 
the listening opportunities available to children, as well 
as adults, through the media of radio, high-fidelity, and 
stereophonic phonographs, films, and television. More 
than ever before, music is available as an avenue of 
aesthetic experience for people of all ages, provided that 
they will choose to make use of it. Brandom highlighted 
this potential as follows: 
While participation in musical performance is not a 
common everyday experience in our adult society, the 
possession of record players and radios is common, and 
it is becoming an accepted social norm to listen to 
music, at least some of which is serious. This means 
that it is becoming more socially desirable to under-
stand and to appreciate music as a listener and to be 
able to discuss music somewhat intelligently. {65:68) 
Obviously, experiences which develop the musicianly 
listening of which Baldwin and Brandom speak, must be based 
on well-defined objectives. Clarification of these objec-
tives, therefore, is one of the purposes of this study. 
Furthermore, only through well-planned implementation can 
objectives become realities in the musical experiences of 
children. Hence, the second purpose of this study, namely, 
the presentation of representative listening experiences 
for each grade level which will foster and encourage the 
type of perceptive music listening which so obviously is 
essential to all growth in musical experiences. 
Delimitation. Although consideration was given to 
the relation of listening to all musical activities, the 
main emphasis of this study was on specific kinds of music 
listening. They included only music that is performed for 
the child, either in recorded or live performance. 
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II. DEFINITIONS OF TERMS USED 
Elementary school. As referred to in this study, 
the term elementary school shall be interpreted to include 
grades one through six. 
Primary grades. Grades one through three were 
called the primary grades. 
Intermediate grades. Grades four through six were 
called the intermediate grades. 
Guided listening. Listening in the classroom to 
compositions which the teacher selects and presents in a 
way that aims to accomplish clearly defined objectives 
in terms of musical growth was referred to as guided 
listening. 
5 
Maturation. The normal patterns of child growth and 
development were considered as the maturation levels govern-
ing musical activity. 
III. SOURCES OF DATA 
The sources of data for this study included a review 
of current literature in music education and general elemen-
tary education. Books, periodicals, yearbooks, and publica-
tions of learned societies were consulted, as well as books 
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on music and musicians. Special emphasis was given to books 
written specifically for children and teachers. Other 
sources of data included unpublished master's theses and 
doctoral dissertations. 
CHAPTER II 
REVIEW OF THE LITERATURE 
Because it is recognized that listening should be 
probably the most important contribution to the development 
of children's growing musical perceptions, it would seem 
that many studies should have been undertaken. However, 
studies on music listening as an aid to musical growth 
seem to be comparatively limited. 
Seven master's theses and one doctoral dissertation 
from the field of music education, written between 1948 
and 1960, were considered as being relevant to the problem 
under consideration. One-half of the eight studies related 
directly to the elementary school while the other half 
dealt more directly with the junior and senior high school. 
A study designed to show that listening has a 
direct relationship to all musical growth was written by 
Malak in 1953. {83) Malak stated her objectives in the 
following way: {1) listening is the basis of all music 
learning, and it is important in each musical experience; 
(2) listening develops musical insight, musical discrimina-
tion, and tonal, rhythmic, and harmonic awareness which, in 
turn, build a greater understanding and appreciation for 
music; (3) the listening program must include a wide variety 
of activities based on the child's everyday experiences; 
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(4) musical growth can be fostered through discriminative 
listening and responsiveness to tonal and rhythmic relation-
ships. (83:1) 
The methodology used was largely that of library 
research in music education literature from the years 1905-
1950. The procedure involved an historical development of 
music listening in its formal stage as music appreciation. 
The word, "listening ," was to be interpreted as aural per-
ception. 
Malak reported that the term, "music appreciation, " 
was used in the year 1900 to express the ultimate goal of 
all music courses in the public school. By 1910, music 
appreciation was used to mean specific listening lessons 
within a total music curriculum. 
Malak's study outlined projects or devices designed 
to develop a love for and understanding of music by connect-
ing music listening to all phases of the child's musical 
experiences in the elementary school. One project empha-
sized how listening can aid in developing musical respon-
siveness and awareness of tone which Malak regarded as the 
first basic element of music. These combined experiences , 
Malak felt, would lead to aural perception of melody. 
Malak showed how a child in infancy learns to produce 
tone through ear imitation. Later, tonal direction is 
perceived in the same way. Finally, tonal imagery, or 
pitch, can be mastered through ear training. Malak gave 
suggestions upon which a concept of phrase, melody, and 
formal structure can be achieved by basing musical activity 
on child experience. 
A similar plan was used in dealing with what Malak 
regarded as the second basic element of music, namely, 
rhythm. It was thought that a child can build a concept 
of rhythm through the physical experience of feeling and 
hearing it first before he studies it in abstract visual 
symbols. Thus, the child would understand the real mean-
ing of various note values, rhythmic patterns, accents , 
basic beats, and tempi by actually hearing and feeling 
them first in class rhythm activities, then seeing them 
in notation. 
Malak constructed a project on harmony, the third 
basic element of music. It was shown how an aural feeling 
of harmony could be achieved long before the subject of 
harmony, per se, was approached. Malak suggested the use 
of tonal instruments, such as the piano , autoharp, and 
songbells, in conjunction with songs the children were 
learning in class. The simple repeated use of tonic and 
dominant chords for song accompaniment was stated as a way 
of developing a child's aural awareness of chord color 
which would lead to simple harmonic progressions, tonality, 
9 
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and then part singing. Having heard chord patterns before, 
the children would more naturally feel and be able to pro-
duce vocal harmony. 
A chapter was organized to illustrate how music 
appreciation is developed through listening. Her emphasis 
was on learning to appreciate and understand music through 
physica l, emotional, and intellectual response to rhythmic 
and tonal design. Thus, Malak feels that listening is the 
nucleus of all music activity, including singing, playing, 
rhythms, quiet listening, and creative or experimental 
work. Through listening experience's in all musical activi-
ties, the child may acquire an awareness and responsiveness 
to the tonal and rhythmic content of the music. 
Ewing's study in 1948 was largely a project in 
"action research." (80) It was Ewing's purpose to con-
struct a practical course of study for teachers who know 
little about music teaching, based on formal learning. 
She experimented with the plan for five years in actual 
classroom situations of the Elmira, New York, school 
system. After investigating and criticizing current 
courses of study in music appreciation, Ewing outlined a 
series of lesson plans for the first six grades to be 
taught in thirty-six weeks of the school year. Examina-
tions for the children were also included. 
The author felt that the child should be exposed to 
many musical compositions with frequent opportunity for 
review, thereby building a listening repertoire during the 
elementary school years to include at least forty musical 
compositions. Recognition of these pieces was to be 
checked by identification of the title, composer, melody, 
and instrumentation used. 
Ewing also emphasized the importance of carrying 
over the child's musical experiences from school to home 
by way of radio, moving pictures, concerts, and home 
record libraries. 
The objectives of the listening program in each 
grade, as Ewing proposed, are here summarized. 
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The author began her list of objectives in grade one 
with rhythmic response and mood recognition, especially 
fast and slow moods. This was to be realized through 
exposure to some fifty-seven compositions during the 
school year. In addition, the children were expected to 
be able to identify the violin and the name and melody of 
seven classic compositions. 
Ewing's objectives for the second grade included a 
review of the music for grade one. Fifty-six new works 
were to be presented that would contain more difficult 
rhythmic response. The second grader was to become 
familiar with the trumpet and the flute. Further learnings 
centered on a concept of loudness and softness in mood and 
experience in counting beats within a composition. The 
four "memory melodies " recommended were: Skaters' Waltz 
by Waldteufel, Of a Tailor and a Bear by MacDowell, Dance 
of the Flutes by Tschaikowsky, and To a Wild Rose by 
MacDowell. 
12 
In grade three , Ewing listed as her main objective 
the skill of hearing a melody and its recurrence in a piece 
of music. Twenty-three new compositions were given by 
Ewing for third grade listening, six of which were to 
become "memory melodies." Emphasis was placed on famil-
iarity with the march and the waltz and identification of 
the clarinet by sight and sound. 
Much review was suggested by Ewing for the fourth 
grade listening curriculum as the child was to have been 
previously exposed to at least one hundred and twenty-six 
musical works. Among the new objectives of the listening 
program in grade four was the ability to hear contrasting 
melodies within a composition. The children were to be 
encouraged to listen to the instruments of the brass choir 
and identify them by sight and sound. Ewing suggested that 
now the children should begin to hear a full orchestra in 
concert, as well as on recording. Seven memory melodies 
by both European and American composers were listed among 
some fifteen new compositions for the year. 
13 
The objectives of Ewing's fifth grade listening pro-
gram aimed first at reviewing the concept of contrasting 
melodies in music. Other specific learnings were the recog-
nition of the string family and the dance forms of the 
minuet and the gavotte. Knowing the differences between 
the band and the orchestra logically became a part of this 
year's work when the strings were in~roduced. Nine memory 
melodies were suggested by Ewing in a total curriculum of 
over twenty-eight pieces. The author emphasized the need 
for the teacher to direct the child's attention to good 
musical experiences in the home and community. 
Musical form and design headed the listening objec-
tives for grade six, and the woodwind choir was to dominate 
the year's listening experiences . The continued emphasis 
on concert attendance and music outside the boundary of the 
schoolroom was to be encouraged. Concentration was to be 
given to the pure and program music of our heritage. Among 
the twenty listening suggestions in the "new" music for the 
year, only the Peer Gynt Suite by Grieg was recommended for 
memory, as the need for extensive review of fourth and 
fifth grade repertoire was cited. 
A child-centered curriculum, based on interest and 
child growth, characterized the detailed course of study in 
the Ewing thesis. It was concluded that a guided listening 
course is essential for music appreciation in later life, 
and that there is great need for extensive research on 
listening methodology and materials. 
A work undertaken to determine what was being done 
in the field of music appreciation , through listening to 
recorded music, was the thesis done in 1956 by Janson. 
(82) The two main purposes of the Janson study were to: 
(1) examine pertinent music education literature in 
an effort to ascertain what leaders in the profession 
considered of greatest importance with regard to the 
methodolo~y and materials of the music listening pro-
gram and (2) to discover those music listening mater-
ials and methods which are utilized by selected 
teachers of elementar~ school music in Eastern 
Massachusetts. (82:1) 
The author based her study on library research in 
music education literature and data obtained through per-
sonal interviews with twelve elementary school music 
teachers in Eastern Massachusetts, chosen with the aid of 
a representative from one of the major children's book 
companies. 
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In connection with the first purpose mentioned above , 
Janson clarified definite criteria for choosing appropriate 
music for classroom listening, commensurate with the age 
levels of the children. She emphasized the need for 
rhythmic music, such as marches, short and easy melodies, 
folk music , familiar songs, and dance music , in the elemen-
tary school listening program. Classical and light clas-
sical music was included from both the program and absolute 
categories of compositions. It was believed that the 
children do not always have to be "doing something" while 
listening. Listening just for the thrill of bearing a 
beautiful sound was considered to be motive enough. 
Types of music which Janson considered to be more 
suitable for elementary school were national and patriotic 
music , along with selections from chamber music. Further 
experiences were suggested with vocal and instrumental 
solos and orchestral music, such as symphonic themes, 
overtures, suites, and light classics. 
In line with her second purpose, Janson cited the 
questions asked of the twelve Massachusetts music teachers 
in the following way: 
a) 
b) 
c) 
How much time is allotted to listening lessons 
within school organization? 
What types of music are presented through record-
ings? 
What methods are employed in the presentation of 
listening lessons? (82:9) 
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The teachers whom Janson interviewed recommended the 
following types of music literature for elementary school 
children: marches, waltzes, folk music , patriotic music , 
dance forms, program music, vocal solos, instrumental 
solos, choral music, piano music, mood music, rhythmic 
music, and melodic music. That which they rated most 
important for intermediate grades included overtures, 
suites, light classics, absolute music, chamber music, and 
symphonic music. 
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From her interviews with the previously mentioned 
group of music teachers, Janson concluded that basic objec-
tives for music listening, as cited in the literature, are 
adhered to in Eastern Massachusetts. However, she felt 
that the time allotment was inadequate for proper listen-
ing experiences. Listening time was sacrificed for sing-
ing in many instances. In addition, the music teachers 
did not receive cooperation from the classroom teachers 
in carry-through lessons. Janson also concluded that 
inadequate listening equipment and small, if any, record 
libraries hindered a good listening program. Finally, a 
lack of knowledge about the teaching of music listening 
on the part of the music teacher and/or the classroom 
teacher was found to limit the success of the music 
listening activities in Eastern Massachusetts elementary 
schools. 
The work of Favero was reviewed for aid in choosing 
appropriate recordings for elementary school children. 
(81) Realizing the abundant availability of phonograph 
records in our country today , Favero develop~d a set of 
criteria for intelligent selection and evaluation of 
recordings. 
The author's purposes were: 
(1) to develop a set of criteria for use by the class-
room teacher to evaluate phonograph records for class-
room use; and (2) to illustrate the use of these cri-
teria by showing their application to a representative 
selection of children's records. (81:1) 
Favero reviewed general music appreciation litera-
ture to develop criteria in defined form. In choosing 
appropriate children's music, it was advised that the 
teacher judge fine music by its good craftsmanship. This 
would involve a survey of rhythm, melody, harmony, tone 
quality, and form. 
Favero stated that: 
Musical content is an essential attribute of good 
music that is lacking in banal or common music. It 
is that quality which distinguished a Schubert melody 
from any other one or which separated the best waltzes 
of Johann Strauss from the best waltzes of Chopin. 
(81:16) 
The author found that a well-balanced listening 
program for the elementary school years should include a 
variety of styles, periods, and grades of music. Record-
ings of instrumental, as well as vocal nature and those 
that combine singing and playing, were recommended. In 
addition, story recordings and educational records were 
listed which contain songs from the children's music text. 
Program music or music associated with a story or an idea 
was advised to develop imagination and associations. A 
core of familiar and well-known music presented throughout 
17 
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the child's elementary career was thought appropriate in 
building a basic repertoire. 
Favero outlined the guiding factors for record 
choice as child interest, physical development, attention 
span, and music that expresses childlike emotions. Gehrkens 
was quoted regarding the matter of listening for enjoyment 
in the classroom as follows: "A use of the listening lesson 
is to induce quiet attention upon beautiful music with no 
thought of analysis of any kind, but simple enjoyment of 
music that is beautiful." (81:26) 
With regard to actual record selection, Favero 
organized a set of standards to evaluate the quality of 
available recordings. It was concluded that the following 
criteria would be useful in recording evaluation for they 
embodied the recurrent ideas of the majority of authors 
whose opinions were included in the literature. 
Objective Criteria for Selecting Recordings 
Clarity: freedom from scratch 
Fidelity of tone 
Characteristic sounds of instruments 
Subjective Criteria for Selecting Recordings 
(5) 
Suitability of vocabulary to grade level 
Suitability of music to grade level 
Suitability of artists to grade level 
Suitability of vocal and instrumental arrange-
ments to grade level 
Appropriate length (81:10-24) 
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Favero then proceeded to select fifty-two individual 
recordings and apply this set of standards to them. The 
recordings were chosen from companies that manufacture edu-
cational records especially for children. Care was taken 
to include a representative selection of companies. 
Regarding selection of suitable artists, Favero 
stated that a child's discrimination could be developed by 
aiding him to know when a good artist is performing. By 
considering the artist's expressive treatment, his clarity 
of words, and his style, the teacher may present an artist 
who will reach children, even if his voice is not of the 
highest calibre. The author cited the fact that a voice 
that is intimately quiet will appeal to children far more 
than a dramatic bravura type. 
Regarding vocal and instrumental arrangements, Favero 
advised that one ascertain whether or not the composer's 
original intent is there in the recording. No distortion 
should be present by the use of wrong instruments or a 
deletion of instruments. Children hear better the simple 
arrangements involving instruments of contrast. Favero 
illustrated this point by saying that a soprano and bass 
voice would be grasped more easily than the voices of two 
sopranos; and a violin and cello would be easier for a 
child to comprehend than the sounds of two violins. 
It was concluded that the criteria Favero had com-
piled could be further delineated by using the records he 
evaluated in schools and comparing the results. This 
would require school surveys and a reliable measurement 
technique. The fifty recordings he included were either 
satisfactory or better than satisfactory from the stand-
point of writing, editing, composing, and arranging. They 
also fulfilled his requirements for satisfactory vocabu-
lary, good music. length, and performance by competent 
artists. The author preferred using 78 rpm records, 
unless they were divided into bands which make possible 
the separate playing of various selections. 
As the elementary school listening program is the 
basis for secondary school listening, a few graduate works 
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were reviewed concerning the junior and senior high school. 
Listening to increase repertoire and further the under-
standing of varying forms and styles logically follow the 
basic elementary school listening program. Listening 
organized into units of study for the secondary school 
characterized the thesis of Strittmatter in 1958. (85) 
The author proposed to: 
(1) examine certain essential features of a guided 
listening program for the secondary school; and 
(2) outline the content of five listening units, 
including subject matter, methodology, and materials. 
(85 : 1) 
Basically a library study, the author used publica-
tions in general education and music education, standard 
references in music literature, and specialized works in 
the field of music listening. The five listening units 
of the study were concerned with Folk Music, Music of the 
Baroque, Classical, and Romantic Periods , and American 
Music. Following is a summary of some of the features of 
each unit. 
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The unit of Folk Music focused on showing how music 
can contribute to international understanding and knowledge 
of the history and life of a people. It often becomes of 
inspirational value to composers who will take melodies and 
weave them into advanced instrumental and vocal forms for 
the concert stage. 
Many interesting features of the Baroque Period were 
developed in the second unit which helped to bring about a 
deeper understanding of its music . Among these were the 
spirit or essence of Baroque music, its musical forms, such 
as the fugue and suite, and its two most outstanding com-
posers, Bach and Handel. 
Through the unit of Classical Music, the student was 
to learn the meaning of the wor d, 11 classic, '' in all forms 
of art. Our heritage of musical forms from the period were 
to be studied, such as the sonata, the symphony, and the 
concerto. In addition to the essential features of the 
period, the great composers Haydn, Mozart, and Beethoven 
were to become friends of the listener. 
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The forces behind the Romantic Period and the trends 
of nationalism and neo-classicism characterized the outline 
of Romantic Music. In addition to styles, the work empha-
sized the necessity of understanding the effect of world 
affairs on the Romantic artist. 
Listening in the secondary school, concluded 
Strittmatter, should build greater enjoyment and apprecia-
tion, both emotional and intellectual, according to the 
previous experience of the individual. A balance of the 
two is desirable. The material included in the listening 
units was chosen by Strittmatter on the basis of emotional 
and intellectual appeal to the adolescent learner. 
Overt reactions to music may be prompted at this age 
level, but intellectual-verbal response was found most 
common. The choice of materials should be according to 
the needs, backgrounds, interests, and potential of the 
students. The practical limitations involved were time, 
resources, equipment, facilities, and supplementary 
experiences. 
Strittmatter cited the unit method as one which 
caters to individual differences and group work. The 
units developed in the thesis were designed for flexi-
bility either by omission of selections or addition of 
optional material. 
The author recommended that other units suitable 
would be "Music of the Theater," including overtures, 
opera, and ballet, and "Modern Trends in Music," which 
could explain Impressionism and the new rhythms and tonal-
ities of our own era. "Choral and Vocal Music " served as 
a title for a unit on solo songs, small ensembles and 
large choral works. There is need for studies to be done 
on audio-visual aids and particular methods and materials 
most suitable for the secondary level. 
Sister Genevieve centered her study on the high 
school general music class. (84) The purposes of the 
study were: 
(1) to determine the scope and content of the music 
curriculum of the ~eneral music class of the second-
ary school; and (2) to outline a course of study 
applicable to the high school general music class. (84:1) 
Sources used in this library study included period-
icals, source books, music education texts, and theses and 
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dissertations about the general music class. An investiga-
tion was made into the objectives of the elementary and 
junior high school listening programs in order to facili-
tate expansion of these programs to the high school level. 
For the course of study, specific songs and recordings were 
included from the writings of leading music educators. 
A successful music curriculum, explained Sister 
Genevieve, would balance itself with activities in singing, 
listening, and playing. The essentials needed to produce 
beautiful singing were stressed. All the more enjoyment 
would result from something well done. This aspect of the 
music program included both rote and note experience in 
folk, patriotic, and classical songs, as well as art songs 
and Gregorian Chant. 
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Sister Genevieve suggested that tonal, rhythmic and 
harmony instruments be used to enrich the choral work. In 
addition to providing a richer music experience, the instru-
ments afford more pupil participation and creativity. 
Included in the listening outline were the aims of such an 
endeavor, the obligation of the teacher being to create 
satisfying experiences that would, in turn, develop an 
intelligent listening public. Materials for this plan 
came from the compositions of the masters in the following 
areas: story and picture music, the concerto, the symphony, 
and classic dance forms, as well as great piano literature, 
presented through recordings and live performance. 
Specific phases of the music to be stressed were 
melody, rhythm, form or design, mood, and tone color. In 
addition to the singing, playing, and listening activities, 
the work added note-reading, sight-singing, creative work, 
choral techniques, form, thematic content, and score read-
ing as important phases of student growth in music. 
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It was concluded that a variety of opinions exist as 
to the objectives of the general music class in the senior 
high school. Many methods for reaching these objectives 
are suggested in the literature. The contemporary idea 
outlines a program around singing, playing, and listening. 
Generally, music is taught to all children through grade 
nine. Sister Genevieve advised that the teacher's planning 
be centered around pupil needs. It was added that some 
schools devote inadequate time to music class, sufficient 
equipment is unavailable, and teacher preparation is inade-
quate. In addition, music materials are not fully utilized. 
In 1956, Barret, a music teacher, and Ulle, an ele-
mentary school teacher, worked together on a thesis con-
cerning music listening and mental imagery. (79) It was 
the purpose of this study "to discover the amount and the 
types of mental imagery resulting from listening to recorded 
orchestral music. 11 (79: 1) 
. 
A test situation was used in the classroom on grade 
levels six and seven, involving fifty-seven boys and .sixty-
three girls. The subjects were to write about their sensual 
perceptions or visual imagery resulting from auditory 
stimuli. Over a period of t wo and one-half months , the 
children heard the musical compositions twice. At the 
first hearing, they responded freely in words, sentences, 
26 
or paragraphs. During the second hearing, however, response 
was made to a check list prepared by the teachers. 
The music included selections of both a programmatic 
and abstract nature from the Classic, Romantic, and Modern 
Periods. Chronologically, the compositions were: Mozart, 
"Overture" to the Magic Flute opera; Moussorgsky, 11 Selec-
tions" from Pictures at an Exhibition; Strauss, Till Eulen-
spiegel's Merry Pranks; and Stravinsky, "Selections "_ from 
the Firebird Suite. 
It was found that the number of subjects seeing 
images in two hearings of the same recorded music remain 
approximately the same. The responses from the check list 
testing were more varied and in larger amounts than those 
obtained from free response. Regarding response to program 
and absolute music, the teachers concluded that a little 
less than fifty per cent of the subjects retained the 
original image throughout the hearing in programmatic 
music. Approximately seventy per cent retained the same 
image throughout the hearing of abstract music. Tests 
proved that program music did not elicit any more types 
of imagery than abstract music, the latter having evoked 
less feeling but more creative images and clearer pictures. 
More outdoor than indoor imagery was induced by both 
the programmatic and abstract types of music, and all the 
music stimulated a greater response to objects rather than 
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to people. It would seem that most subjects tended to see 
images in varied colors rather than in black and white, but 
the difference in the amount of activity suggested by pro-
gram and abstract music was not significant. 
At the age level of the pupils tested in this study, 
happiness and mystery were the predominant emotions. A 
greater amount of imagery was present in girls than in 
boys. The amount of response other than visual was insig-
nificant. 
An interesting study was conducted with teen-agers 
by Baumann in 1958. (64:75-84) The author sought to 
develop a device for sampling music preferences and to 
discover what teen-age preferences are and how they vary 
at different ages. Furthermore , Baumann wished to deter-
mine ~f teen-agers of different socio-economic status 
develop different music preferences and to verify or 
contradict results of music preference surveys using other 
methods of measurement. (64:75) 
The instrument used was a music preference inven-
tory. The children wrote their responses after listening 
to fifty music excerpts, each thirty seconds in length. 
Among these were twenty popular selections, twenty clas-
sical and ten traditional pieces. The author determined 
the actual music to be hear from nominations by six hundred 
teen-agers , in addition to music educators, and junior 
college music majors. 
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Baumann worked with some sixteen hundred children 
from a western city, Phoenix, Arizona, and from the eastern 
city of Cumberland, Maryland. Without being given the title 
of the musical piece or any type of identification, the 
children were asked to mark ''like least " "like " and "like 
' ' 
most," on their papers. 
To determine the subjects for this study, twenty-
three hundred children from low, middle, and high income 
areas completed a written inventory modified from Gough's 
Home Index. It contained true-false statements about 
family home, and participation in community affairs. An 
anonymous code number was given to each child. Other 
questions included age, sex, amount and kind of private 
music study, were determined in low and high income areas. 
Among Baumann's conclusions was the fact that 
popular music was preferred by all groups in varying 
degrees according to age. Children from twelve to four-
teen strongly favored Rock 'n Roll music, yet popular 
music took a decline in favor of classical music with 
age. This confirmed the results of a 1951 survey con-
ducted by Music Journal magazine but contradicted a 
doctoral dissertation from Syracuse done by Rogers in 
1956. 
It was found that girls recorded more strong prefer-
ences for excerpts than boys. Only twenty-two selections 
were preferred more by boys. Eastern children favored the 
popular and traditional idiom, whereas western children 
preferred classical music. This confirmed a national sur-
vey of the American Music Conference in 1948. 
In low income economic groups, a greater number of 
"like most" preferences were recorde d for popular music, 
as well as "like least" preferences. Also, the most popu-
lar medium for listening was the juke box. In higher 
income groups, the home was listed as the first source of 
listening. Music classes in school received low popular-
ity as listening sources in both groups. 
Among the students who studied privately, the lower 
income subjects recorded fifty-seven piano students and 
twenty-four guitar students, whereas the higher income 
subjects recorded two hundred and twenty-eight piano 
stud'ents and nineteen guitarists. 
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Baumann concluded that the music teacher should con-
sider socio-economic levels in choosing music because of 
music prejudices amongst the children. It was advised that 
a teacher capitalize upon the knowledge children have and 
build on that. A Music Preference Inventory device might 
aid in ascertaining this specific knowledge. 
The author felt that there is a need for clear 
definitions of music categories in idioms other than clas-
sical. One might consider popular or commercial music as 
30 
illustrative material in teaching, thereby overcoming child 
resistance to more profound music. The author suggested that 
atdifferent age levels there may be a music readiness for 
varying kinds of music as follows: 
We can be reasonably sure, for example, that a romantic 
popular song will be preferred at an earlier age by 
girls than by boys. Further investigation might reveal 
that there are age levels when it would be more propi-
tious to present Bartok and Stravinsky rather than 
Haydn and Mozart; folk songs rather than art songs; or 
tenors rather than sopranos. (64:84) 
In all the graduate works investigated, the authors 
agreed on the great dearth of material available on the 
guided music listening program. Outstanding among the 
reasons given by the authors why listening is such an 
important phase of the school program, was the fact that 
listening is involved in all music activity, whether it 
be singing, listening, or playing. They emphasized that 
most people are not performers of music but they can appre-
ciate and understand more music if, during their school 
years, a guided listening program awakens their emotional, 
physical, intellectual, and spiritual capacities. 
There also was agreement on the fact tha~ although 
recorded music cannot take the place of "live" music, 
recordings can make a great contribution toward developing 
children's awareness of and appreciation for music. For 
this, children need more than the music they, themselves, 
can make. A wide variety of experience was outlined by 
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the writers as necessary for gaining a basis of recognition. 
They were consistent in showing how purposeful listening is 
a requisite for musical growth. All works investigated 
emphasized that opportunity be given for allowing children 
to listen to music just for the pleasure of hearing music 
that is beautiful. 
CHAPTER III 
THE PLACE OF LISTENING IN THE ELEMENTARY 
SCHOOL MUSIC PROGRAM 
I. THE MUSIC PROGRAM 
Much has been written in regard to the nature of the 
elementary school music program which is based on a varied 
activities approach. A music curriculum planned in this 
way includes the following broad areas of experience: 
singing, playing simple instruments, rhythms, listening, 
and creating. Within such a framework, children are to 
be encouraged to engage in a wide variety of musical 
activities both in and out of school. 
Obviously, such a program of musical experiences 
must be based on deeply conceived objectives in order to 
insure their educative value. Such a consideration follows. 
Objectives of the Music Program 
Music has been given a prominent place in the school 
program as both a source of aesthetic richness and as an 
academic discipline. It now is, and always has been, a 
part of the culture of man, expressing through tone, some 
of man's noblest emotions, thoughts, and accomplishments. 
Appreciation and enjoyment of music beauty. The 
Educational Policies Commission of the National Education 
Association has recognized the necessity of developing 
man's natural appreciation and enjoyment of beauty by 
explaining the unique function of education in our demo-
cracy. 
It was stated in 1937 that: 
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The primary business of education, in effecting the 
promise of American democracy is to guard, cherish, 
advance and make available in the life of the coming 
generations the funded and growing wisdom, knowledge, 
and aspirations of the race. This involves the dis-
semination of knowledge, the liberation of minds, the 
development of skills, the promotion of free inquiries, 
the encouragement of the creative or inventive spirit, 
and the establishment of wholesome attitudes toward 
order and change--all useful in the good life for each 
person, in the practical arts and in the maintenance 
and improvement of American society\ as our society, 
in the world of nations. (32:59-60) 
In the natural drive of human nature for perfection 
and beauty, there is a delicate balance of emotion and 
intellection. There are those who veer toward a practical 
viewpoint advising that we "let music become known for its 
sounds and its felt qualities." (60:61) Others would 
emphasize that the essence of music education should be 
the increased knowledge of aesthetic form. The qualities 
of music, such as pitch, timbre, tempo, and formal design, 
are in the music to be explored by a cultivated man. 
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The quality of man's enjoyment, then, is affected 
not only by his emotional perception but that of his intel-
lection. As Broudy has stated: 
Unless the listener detects form (musical construc-
tion), he is limited to the most rudimentary level of 
appreciation, namely the apprehension of the aesthetic 
qualities of isolated tones and phrases. (58:71) 
Increased ability to think musically. A current 
statement prepared by the Educational Policies Commission 
in 1961, under the joint auspices of the National Educa-
tion Association and the American Association of School 
Administrators, has summarized the central purpose of all 
education as being the ability to think, through the 
development of rational powers supported by substantive 
knowledge. The statement follows: 
No particular body of knowledge will of itself 
develop the ability to think clearly. Study of an 
abstract subject like mathematics or philosophy in 
and of itself, does not necessarily enhance rational 
powers, and it is possible that experiences in areas 
which appear to have little connection may, in fact, 
make a substantial contribution to rational develop-
ment. As a case in point, the abilities involved in 
perceiving and recognizing pattern in a mass of 
abstract data are of considerable importance in learn-
ing to analyze, deduce, or infer. These abilities may 
be developed as well through experiences in aesthetics, 
humanistic, and practical fields, which also involve 
perception of form and design. Music, for example, 
challenges the listener to perceive elements of form 
within the abstract. Similarly, vocational subjects 
may engage the rational powers of pupils. (71:24) 
The interrelation of the music program with the 
broad general aims of the American educational structure 
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are further highlighted by Leonard and House as they outline 
six basic objectives for the music program. First on the 
list is the acquisition of specific knowledge by acquain-
tance with a variety of musical compositions and styles, 
along with essential facts about music's development as an 
art. Such things as terminology, beliefs , trends and cate-
gories of musical works, consciousness of basic music pat-
terns and usages would be considered specific music know-
ledge. 
Secondly, Leonard and House believe that the under-
standing of the aforementioned knowledge is an important 
musical objective. Musical knowledge is needed to compre-
hend and perceive the technical problems of performance 
and the elements of music interpretation. Furthermore, 
understanding is needed to comprehend the structural 
factors in compositions. 
Development of musical skills. A third objective of 
the music program as advised by Leonard and House is the 
acquisition of skills in the areas of performance and lis-
tening. Aural awareness and discrimination are to be cul-
tivated as well as the ability to solve technical problems 
associated with musical performance. In other words , the 
listener should be able to perceive and follow melody and 
the performer should be able to produce good intonation 
and beautiful tone quality. 
Desirable attitudes are regarded by Leonard and 
House as the fourth objective in the music program. A 
child should be taught respect for the musical preferences 
of others as well as recognition of the musical efforts of 
his associates. Another highly desirable attitude is the 
desire to improve one's musical competence. 
Definite appreciations are listed as fifth in the 
objectives of the music program which Leonard and House 
feel form a practical tool in planning educative exper-
iences. Most important is the ability to respond to the 
expressive quality in music. Sensibility to skilled and 
tasteful performance follows as another appreciation to be 
developed in the school. Lastly, the appreciation of dif-
fering musical styles and idioms is a worthwhile skill to 
be encouraged if the vastness of the world of music is to 
have meaning for the child. 
The sixth and last objective of a school music pro-
gram that is based on music's value to the individual and 
society is the acquisition of specific musical habits. 
Leonard and House head the list with the good habit of 
practicing regularly and diligently. Another healthy 
attitude is the habit of seeking to play and sing with 
others. Two important habits which carry over into the 
child's life outside the school are also the concern of 
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the school. Children should be guided in supporting school 
and community music activities. Finally, their training 
will show when children listen selectively to radio and 
television broadcasts and choose recordings for their 
private collections with discrimination. (32:152-154) 
It has been said that the school has failed to aid 
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the general public in its ability to carry music into adult 
life because too much emphasis has been placed on singing 
and playing. (65:68) Rather , as has been advocated by 
Brandon , music in the elementary school should be a series 
of experiences so planned that the children's native inter-
est in rhythm and musical tone will be developed into a love 
of listening to music. Obviously, vital listening exper-
iences are needed to whet this justifiable enthusiasm. 
Enrichment of these aims certainly can be accomplished 
if, as Rafferty wrote: 
Listening may be presented as logically as sight-reading 
or any other phase of music instruction. Material for 
listening should always be related to the children's 
other music study; it should be selected with due consi-
deration for their interests as well as their experience 
and development. (42:20) 
Growth in musical responsiveness. Mursell has 
fostered the belief that musical responsiveness is a sig-
nificant objective of the music program, encompassing 
musical growth in five areas as follows: musical awareness, 
musical initiative, musical discrimination, musical insight, 
and musical skill. (35:125-247) 
To Mursell, musical awareness as a process of musical 
growth is the way in which we become conscious of the place 
and manifestations of music in the affairs of man. In 1953, 
Mursell wrote that musical awareness is: 
. the process in and through which the great world 
of music, in its immense richness and its kaleidoscopic 
appeal is opened up as an inheritance to be entered 
upon, explored, and enjoyed. (36: 285) 
In order to bring about such awareness, children 
should be guided into vital personal experiences with well-
chosen music literature of the past and present. Further-
more, awareness of the varied uses of music should be cul-
tivated, as well as an understanding of the men and organiza-
tions who present and promote it. Some beginning grasp of 
music as an aesthetic, a social and economic factor in the 
world should begin to emerge in children's minds. 
Mursell's concept of musical initiative is the desire 
and power to make one's own choices, to strike out for one-
self in matters musical, to think of things to do with music, 
to want to do them and to do them. The elementary school, 
then, should serve to awaken the dormant love of beautiful 
sound that exists in all men and refine it in such a way 
that the growing child will want to make music a part of 
his life always. 
Mursell further defines musical discrimination, the 
third quality in his explanation of growth in musical 
responsiveness, as a sensitivity to musical values in the 
performance of other people. This judgment can also be 
applied to one's own performance and to musical composi-
tions themselves. The child can be taught to appreciate 
the subtle, the less obvious, and the elements of good 
craftsmanship in composition as well as performance. 
Intensive musical experience is emphasized by 
Mursell as a prerequisite to musical insight. Insight is 
the capacity to identify, understand and deal with the 
elements of tonal-rhythmic patterns in terms of their 
intrinsic logic and expressive values. Identifying and 
understanding music not only involves the ear but the 
mind. Outer hearing, involving the ear, helps us to per-
ceive tonal content and structure. Inner hearing, which 
involves the mind, helps us to image that which is heard. 
Indeed, it is the mind that directs the ear in listening. 
"We have always valued ear-training," said Flagg in 1949 , 
"but we have thought of it as one phase of a musical edu-
cation, not as the underlying, all-encompassing channel 
to musical growth." (21:49) 
The fifth and final area of growth in musical 
responsiveness to Mursell is the attainment of musical 
skill. He explains it as the technique enabling one to 
project an intended musical effect in a given medium. 
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How vital listening is if one is to criticize his own 
performance in an effort to improve and grow musically. 
Cultural understandings through music. In addition 
to teaching music for music's sake, the elementary school 
teacher can bring music into relation with other areas of 
life. An example of this is the cultural understandings 
children may receive through music. Meyers has succinctly 
explained how music helps one to gain an understanding of 
other people. 
. . . music can contribute to the idea that people the 
world over are alike despite differences in the color 
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of the skin, despite differences in languages or habits 
of eating and dressing; music can contribute to the con-
cept of likeness by showing that the feelings of those 
of other groups, as expressed in music, are much the 
same as ours. Music, by capturing and preserving the 
mood of the dance , can contribute to an understanding 
of a society in which the minuet was popular; it can 
broaden our understanding of the life of serfs and 
slaves through The Volga Boatmen or a Negro work song. (38:4) -
Summary 
A summary of the objectives of the music program in 
the elementary school as stated here includes: (1) the 
appreciation and enjoyment of musical beauty, to be accom-
plished through a development of the mind and spirit, as 
well as the emotions and imagination of the child; (2) the 
increased ability to think musically and acquire specific 
musical knowledges including awareness and understanding 
of many musical compositions and styles of the past and 
present as well as understanding the problems of perfor-
mance, interpretation, and musical structure of composi-
tions; (3) the development of definite skills for both 
performance and listening, in addition to specific musical 
attitudes, appreciations and habits; ( 4 ) growth in musical 
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responsiveness which includes musical awareness , initiative, 
discrimination, insight, ~nd skill; and (5) the acquisition 
of cultural understandings through music. 
II. THE RELATION OF LISTENING 
TO THE MUSIC PROGRAM 
It has already been stated that varied experiences 
in music are needed to encourage children in developing 
their individual talents and interests. Furthermore, the 
activities of playing, experience in rhythms, listening 
and creativity are closely interrelated and actually may 
be considered dependent upon each other. However, listen-
ing is the unifying element in all musical endeavors. For 
example, listening is regarded by McMillan as a central 
element in all music experiences when she comments: 
... [music] is, first of all, something to be heard, 
no matter whether it is sung or played; no matter 
whether you are the performer or someone else is 
making the music for you. Music is something to be 
listened to. So it is clear that children must always 
be listeners~ no matter what the musical activity may 
be. (33:125J 
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Listening and Singing 
In the elementary school singing program, the teacher 
should be trying to develop an increasing sensitivity to 
beauty of tone. Hartshorn advises that listening to compare 
and contrast tone quality and "think" beautiful tone is of 
necessity. (59:262) 
In the primary grades, a concept of high and low is 
developed through listening, as well as a growing sense of 
pitch differentiation. The ability to understand differences 
in dynamics and tempi are similarly taught through listening. 
The child listens to phrase groupings in learning a rote 
song from the teacher in order to discover overall melodic 
contour, like and unlike phrases, tonal patterns , and 
rhythmic groupings. The proper uses of an introduction 
can be conveyed to the child, encouraging him to listen 
for tonality, rhythm, and correct entrances. 
Snyder has shown that children employ listening 
when they respond physically in phrase singing by saying 
that: 
Young children enjoy simple themes. They like to 
indicate the general direction in which a melody moves 
by using their arms, their bodies or by drawing lines 
on the chalkboard. This is a valuable early step in 
understanding why we have musical notation and in 
learning how to read it. (46:31) 
Once the children are presented with a printed song 
text, there is an aural association called for in order to 
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hear the intervalic relationships that appear through the 
music notation. The hearing of song recordings that accom-
pany many of the modern song texts sometimes aids the child 
to comprehend the music notation before him as he hears it 
simultaneously. Thus, listening vitally serves the singing 
activities of the elementary school music program. Hearing 
an artistic recording is also a means for children to listen 
for an expressive goal in their own singing. 
When singing in ensemble, children should learn to 
listen for the choral effect, trying to produce something 
bigger than their own individual performance which is 
beautifully and emotionally stirring. Thus, an improve-
ment in tone quality and blend should be achieved. The 
effect of listening in group harmony work is essential 
for accuracy of intonation and relationship between the 
parts. Harmonic relationships can be further strengthened 
if the child consciously hears the chord changes that he 
or the teacher is producing on the autoharp or other simple 
accompanying instruments. 
Listening and Rhythmic Response 
In the area of physical response to rhythms for 
beginning experiences with very young children, the teacher 
usually picks up the natural rhythm of the child and accom-
panies his basic movements. Later an awareness of the basic 
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beat and general character of the rhythm can be awakened if 
the child is encouraged to listen and time his movements to 
the rhythm of the music. Even a simple activity, such as 
clapping or tapping the rhythm of a song that the class is 
doing, demands that the child listen for meter and tempo 
before beginning. The experience of accompanying a song 
or composition with rhythm instruments presupposes that 
the child listen for the mood and rhythm, perhaps also to 
identify a specific country whose music is being performed 
before choosing the appropriate instruments. The primary 
grades children, in dramatizing a song, must determine 
whether light or heavy bodily movement is to be used 
through purposeful listening. 
Listening and Playing 
Listening relates to the activity of playing musical 
instruments in a dynamic way. One of the earliest exper-
iences that the primary child may have is discovering 
pitch differences in the song bells. Discerning choices 
must be made for song accompaniments, using the bells or 
the autoharp. The playing of orchestral or band instru-
ments, even simply rhythm instruments, in ensemble, or 
alone, involves listening in every aspect of performance. 
The value of listening in extending the child's 
participation ability is unlimited . It is known that a 
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child can experience music that is beyond that which he can 
perform. In keeping with this, the study of musical struc-
ture, styles, and music literature, can be achieved through 
listening, though the actual music would be far beyond the 
child's performance ability. 
Listening and Creativity 
Creativity in the elementary school music program 
may mean many things. Whether it be the actual creation 
of a song or piece or the creation of a rhythmic accompani-
ment to a song being performed by others, listening is 
involved. In song dramatization, the child creates a 
visual impression that has resulted only through a prior 
listening experience in order to interpret what the sounds 
mean to him. Any child who performs is recreating the 
thoughts of a composer, bringing the music to life again 
for the listener. As he performs, he must listen critic-
ally to himself. Creating a story, poem, picture, or 
design from music that is heard in class is another 
creative activity that children engage in after they 
have listened to music and try to interpret it in a 
way that has meaning for them. 
It may be said that varied experiences serve to 
encourage musical growth according to personal talents 
and interests. Meyers, among many others, has fostered 
the belief that children should be aware of the number of 
ways in which music can add to their enjoyment of life as 
she states that the prime purpose of music in our schools 
is 11 ••• to present such a variety of experiences that 
each child may discover some phase of musical activity he 
will really enjoy and which will make him a happier, more 
complete person. 11 (38 :5) The activities most recommended 
in the literature are singing, rhythms, playing, creating, 
and listening. The unifying element in all these musical 
endeavors is listening . 
III. THE NATURE OF LISTENING 
EXPERIENCES FOR CHILDREN 
Since listening is the central element in the ele-
mentary school music program, it is clear that music 
listening has a major part in contributing to the musical 
growth of the child. The human mind and ear combine in 
the hearing process so that in music listening, one can 
actually listen on different levels simultaneously. The 
degree to which each person can do this depends not only 
on his musical experience and ear training, but also on 
the clarity of his mental grasp of how to listen and for 
what to listen. 
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Emotional Listening 
One level of listening may be thought of as emotional 
listening. Such listening involves principally the percep-
tion of the sensuous and expressive elements in music. 
Copland referred to this as: 
. sensuous listening--for the sheer pleasure of the 
sound, .. . [and] expressive listening--for a certain 
meaning behind the notes, sometimes unexplainable but 
felt , individually, in a numberless variety of subtle 
shadings of mood. (14:15) 
It is known that music speaks to each person in a 
different way within a broad emotional area of feeling. It 
is thought by Copland that proof of this can be found in 
listening, for example, to the forty-eight fugue themes of 
Bach's Well-Tempered Clavier. 
You will soon realize that each theme mirrors a dif-
ferent world of feeling. You will soon realize that 
the more beautiful a theme seems to you, the harder 
it is to find any word that will describe it to your 
complete satisfaction. (14:14) 
Intellectual Listening 
Still another level of listening , as described in 
the literature, is intellectual listening or that which 
brings increased understandings and awareness of the 
expressive constituents of music . 1 Being able to hear 
1There is common agreement between Br oudy, Brandon, 
Coplana , Mursell, and others as to the nature of intellec-
tual listening. 
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what happens in the music as it is performed presupposes an 
understanding of music's architectonics, such as tone and 
melody, pulse and rhythm, harmony, form and structure, and 
tone color or instrumentation. 
Guidance in listening on an intellectual plane will 
eventually result in the ability to identify a composition 
chronologically if the child is exposed to varying styles 
and musical periods in history. Children in junior and 
senior high school may be able to follow the printed 
score as they listen with some awareness of the structure 
of composition. Hartshorn has explained the value of 
guidance in this more analytical listening level as 
follows: 
To be generally aware of the total effect of a compo-
sition, with little or no attention to ·its details, 
is to have experienced it only partially. On the 
other hand, attention to these details should not 
interfere with the listener's awareness of the 
effect of the whole. (59:269) 
Types of Listening Experiences 
The categorization of listening by Mursell is 
original and enlightening. It includes seven types of 
listening experiences on both emotional and intellectual 
planes. (36:280-300) Mursell analyzed the listening 
experiences as follows: Exploratory listening, Normative 
listening, Interpretive listening, Analytic listening, 
Inner listening, Receptive listening, and Remembered 
listening. 
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Exploratory listening, to Mursell, is varied listen-
ing to all kinds of music to find enjoyment in the world of 
music itself. The school has been suggested as the ideal 
place to stimulate and arouse children's curiosities regard-
ing music of all ages, styles, and categories. Along with 
readings about the world of music and encouragement in the 
use of radio, television, films, and concerts, Exploratory 
listening may open the joys of music to children. 
Normative listening, Mursell's second category, is 
described as listening for discerning standards of perfor-
mance. In other words, listening that tells one how to do 
a thing musically. For a child whose musical experience 
is limited, this process is educative in extending his own 
performance ability. He may be listening to the teacher's 
singing or to a recording of the music he is working on to 
gain this knowledge. Perhaps the child is seated in the 
school auditorium hearing a concert of live performers and 
experiencing musical artistry at its finest. All of these 
could furnish experiences in Normative listening. 
Interpretive listening is Mursell's classification 
for program music which can be put into human settings for 
non-musical meanings or learnings. Through music, other 
arts, such as poetry or dance, combine to enhance each 
other. Application of Interpretive listening in the 
classroom might mean encouraging a child to create a 
story to music he hears. In the same way, another song or 
piece might be correlated with a given selection because, 
to the child, it arouses a similar feeling within him. 
Correlation of poetry and art is another activity that 
stimulates the creative experience in child thinking. On 
50 
a larger scale, this type of music can be used to interpret 
the landscape of a specific country of the world or illus-
trate an historical event. 
Analytic listening is the fourth type of listening 
experience in the list constructed by Mursell. This is 
defined as developing an awareness of how music is con-
structed. This may have its earliest beginnings in the 
primary grades of the elementary school if the child is 
guided to feel tempo or the rise and fall of melody. Then 
follows an awareness of dynamics, tone color and the use 
of recurrence and contrast in music. It is consistently 
advised in the literature that teachers should not try to 
have a child listen for too much at one time. 
direction should be helpful but not smothering. 
At all times 
In the 
quest for detailed appreciation, a child must never be 
denied the enjoyment of beautiful music. In advanced 
stages of Analytic listening, to be attempted in the inter-
mediate grades and junior high school, awareness of thematic 
treatment, connective material, overall form, and harmonic, 
contrapuntal, and rhythmic content may be encouraged. 
Mursell's fifth type of listening is called Inner 
listening and refers to the imaging of a musical effect. 
Thinking of how music sounds without any outward sound 
being made at the time is to experience Inner listening. 
At times, such listening is combined with Normative lis-
tening to correct or improve the performance of the class 
or individual. Thinking how the music should sound is a 
process the child goes through as he examines the printed 
page of his song text or instrumental score. Listening 
then can implement the learning of music notation. When 
children are encouraged to suggest how the music they 
have just performed can be improved, Inner listening 
aids their judgment and comments. 
Listening for pure enjoyment, rest, or relaxation 
is Mursell's description of Receptive listening. This 
activity should not be minimized for it is then that an 
individual receives, in his own way, the music's message 
and appeal. With the help of the teacher, elementary 
school classes may make lists of their favorite music--
compositions that they have grown to love because they 
require a minimum of explanation but hold a maximum enjoy-
ment for all. As Stringham has said: 11 •• a purpose 
and justification of music is that it can be enjoyed 
aesthetically, spiritually, sensually, and emotionally, 
yes, even physically." (48:8) 
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Mursell's final category of listening experiences 
is called Remembered listening. It refers to the quality 
or lack of quality that the child remembers from the total 
listening experience. It is the teacher who determines the 
whole setting of the musical experience, the way in which 
it is performed and the sincerity surrounding it. 
Summary 
Listening may be thought of on two levels, that of 
emotional listening and intellectual listening. The 
former involves, principally, the perception of the sen-
suous and expressive elements in music while the latter 
involves increased understanding and awareness of the 
expressive constituents of music. 
A categorization of listening which includes both 
intellectual and emotional participation on the part of 
the listener lists seven types. They are as follows: 
Exploratory listening, Normative listening, Interpretive 
listening, Analytic listening, Inner listening, Receptive 
listening , and Remembered listening. 
If listening connoisseurship is to be developed in 
the minds of children, guidance is needed in the school 
for systematic growth in listening skills, for good lis-
tening engages both the body and mind to the fullest 
extent of which the listener is capable of thinking and 
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feeling. Broudy actually summarizes the benefits of such 
vital experiences when he says: 
The listener will derive the greatest values from music 
when he brings to it a receptive heart and an open, 
actively thoughtful mind. In this experience he will 
use and increase his background of factual information 
relevant to the nature of the music itself, will exer-
cise skill in recognizing its details and the relation-
ship among them, and being able to hear what is in the 
music, will respond to it in his own way. (58:287) 
The following chapter will be devoted to developing 
the receptive heart and actively thoughtful mind of which 
Broudy speaks. If the teacher can develop in the child an 
awareness of the nature of the music in such a way that he 
responds to what is in the music, then guidance in listen-
ing will produce a discriminating listener. 
CHAPTER IV 
THE TEACHING OF MUSIC LISTENING 
I. MUSIC AND DEVELOPMENTAL GROWTH PATTERNS 
Research indicated that the physical, intellectual, 
emotional, and social growth of children have a direct 
bearing on all musical experiences in general. It follows 
that meaningful music listening experiences for the elemen-
tary school child grow within this pattern of broad 
developmental growth. The music teacher must be sensitive 
to a child's readiness to learn and provide continuous 
experiences which challenge the child to increased ability. 
Jenkins, Shacter, and Bauer, prominent child psychologists, 
have said that: 
It is important that experiences which are offered to 
the child fit his own maturity level. A child cannot 
learn either reading or independence until he has 
reached the stage in his growth at which he is ready 
to learn these things. If he is pushed ahead too 
soon, if too much is expected of him before he is 
ready, his failures may discourage him. On the other 
hand, a child may also be slowed up in his growth if 
parents or teachers do not recognize when he has 
reached the point of readiness for the next step. 
If a child or young person is kept dependent when he 
has shown a readiness to be otherwise, either he may 
rebel and take independent steps himself or he may 
hold back and lose interest. (27:21) 
No particular methodology is suggested to realize 
developmental teaching but the question always is whether 
a given line of growth is, in fact, being promoted. This 
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is determined, not by external methods and procedures, but 
by the psychological organization of the teaching and learn-
ing processes. Mursell has spoken to that point as follows: 
Developmental teaching is teaching whose constant per-
suasive, and dominating purpose is that all the learn-
ing a pupil does shall be a vital. and constructive 
influence in his growth as a person toward mental, 
emotional, and social maturity. The fostering, pro-
motion, and guidance of this process of growth are 
its central preoccupation. {34:3) 
It has been proven that a child usually tries to do 
the best he can with what he has at each level of his 
growth. It is a natural impulse to use one's growing 
capacities as an integral feature of one's development. 
Thus, it is the responsibility of education to find the 
best channels through which such impulses can be expressed. 
Jersild has said that: 
. [teachers] can also properly capitalize on the 
fact that where there is potential ability there is 
also potential interest. A child can learn to like 
to do anything that he is able to do and that offers 
a continuing challenge to his energies. (28:17) 
Jenkins, Shacter, and Bauer, prominent in the area 
of child growth and development, have outlined the normal 
patterns of maturation from ages six to eleven. (27:292-
296) The implications such knowledge has for guidance in 
music listening was applied by Nye and Nye to show how 
meaningful growth may be realized. (39:10-18) 
Grade One 
In the first grade, the large muscles of the child 
are better developed than the small muscles. Therefore, 
fundamental and free rhythmic movements are desirable. As 
the eyes are not mature, and there is a tendency to far-
sightedness, there is a need for much rote singing and 
enjoyment in recreational songs. Strenuous rhythm time 
should be brief as the heart is in a period of rapid 
growth. 
Child reaction studies have indicated that the first 
grader is eager to learn and very exuberant. He becomes 
restless and through over-activity is easily fatigued. In 
addition, he is self-assertive, aggressive, and enjoys keen 
competition. It follows, then, that music is needed for 
both action and rest, to relieve tensions and provide fun 
and enjoyment. Cooperation can be encouraged through group 
activity in music listening. Because the child's interests 
center in his immediate neighborhood and on himself and his 
interests, music familiar to the child's experiences will 
be the most successful. 
Bodily response to music satisfies a first grader's 
need for total body action in what he is doing. As he is 
a poor subject for regimentation, such an outlet for crea-
tive self-expression is valuable. Active participation is 
perhaps the keynote of learning with regard to use of 
rhythm instruments. Experiments with the sounds of wood, 
metal, glass, skin, and stone have great appeal. 
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Singing games using the large muscles are beneficial 
as are action songs. Twenty-minute music periods are suf-
ficient as periods of interest are relatively short. A six-
year-old child has difficulty in making decisions and needs 
experience in suggesting interpretations and dramatization 
of music. The creative activity of composing songs also 
has merit. 
The special needs of the child in grade one are 
encouragement, praise, warmth, and patience. He learns 
slowly and much repetition is needed in recorded music, 
in hearing pitch differences, and in tone matching. Varied 
activities in all music experiences will satisfy physical 
growth and induce a creative response. Wise supervision 
with a minimum of interference will provide sufficient 
freedom for creativity. Because concrete learning and 
active participation are necessities, the child will bene-
fit from exploring musical instruments and experiencing 
music that deals with the known and the immediate. Some 
responsibility is good for growing independence so a 
freedom to suggest in music activities is healthy. 
Grade Two 
Slow and steady growth are characteristic of the 
second grader who has better eye-hand coordination and 
use of his small muscles though his eyes still tend to be 
farsighted. A larger song repertory is possible in music, 
requiring more skill and complexity in the use of instru-
ments and activities in rhythms and singing games. Rote 
work is still in order and can increase the child's ability 
to recognize tonal patterns aurally. He is sensitive to 
feelings, attitudes, and the approval of his peers and 
adults. Listening to children perform in class, especially 
to children who study privately, is a welcome activity. As 
boy-girl interests are diverging, unifying group activities 
in music have been found beneficial. The seven-year-old is 
energetic but easily tires and becomes restless, fidgety, 
dreamy, and absorbed. Music to release energy or to calm 
the child and provide enjoyment is well recommended. 
Educators have proven that little abstract thinking 
is done by the second grader and he learns best in concrete 
terms and while active. There follows, then, a need for 
active listening to detect mood, rhythm, instruments, 
melodies, and national characteristics. Awareness of 
pitch relationships can also be encouraged. The child 
is cautious and self-critical, anxious to do things well. 
He likes to use his hands. Simple conducting and the use 
of percussion instruments to accompany or enrich music 
that is heard can encourage learning. As the child is 
talkative, argumentative and likes competition, he will 
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readily enjoy nonsense word songs, creating song words, and 
the challenge of listening in the form of a game. Music 
familiar to the child's experience and that which centers 
on fairy tales, myths, and nature stories has been found 
appealing. Program music, or that which has a definite 
story or idea in it would have meaning to the child. At 
this age level, there is a rudimentary understanding of 
time and money values which is conducive to the study of 
note values through bodily response in order to sense and 
feel the rhythm and then see it in notation. 
The seven-year-old child especially needs indepen-
dence combined with support. This provides an opportunity 
for teachers to encourage interpretation of music accord-
ing to individual impressions. Brooks and Brown high-
lighted this need for individual response by saying: 
His interpretation later contrasted and compared in 
his own mind as he gets the reaction of others in the 
group either verbally or by some physical response 
builds within him his true appreciation of music. He 
learns to judge, choose, and discriminate honestly; 
he is not forced to accept completely the teacher's 
interpretation or that of the group before he has 
been allowed to enjoy the music in his own way. (9:209) 
Chances for active participation in learning situa-
tions with real objects are among the needs of the second 
grader. Therefore, the use of percussion instruments and 
songbells to complement musical recordings are appropriate. 
A warm, encouraging adult relationship has been found to 
provide security for the child's active participation in 
interpretations and responses to all types of creativity. 
Grade Three 
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Further readings concerning the eight-year-old child 
have indicated that the third grader is expansive and adven-
turous, friendly, and eager to talk of his experiences. 
Physical growth is slow and steady and vision has improved 
markedly. There are implications for a larger song reper-
toire and possible experience with recorder-type instruments. 
Themes and rhythms from recorded music may be present 
visually to the child as his ability to see both near and 
far is good. As poor posture may develop during this time, 
action music is advised to relieve fatigue, aid posture and 
develop phrase awareness. 
The third grader is often careless and noisy, but 
studies indicated that he is alert, friendly, and inter-
ested in people. It is also a period of sensitivity to 
criticism and more dependence on mother. Music of vary-
ing moods that are of a soothing nature were recommended 
in the literature as well as experiences in hearing 
national music. At all age levels, educators have empha-
sized the importance of presenting music for pure enjoy-
ment. 
The child has become more aware of individual dif-
ferences at this age and needs music that caters to him 
somewhat. Music with simple harmony, autoharp chording, 
singing rounds, and descants are stimulating. Throughout 
the primary years, the literature underlined the necessity 
for teachers to continue help for uncertain singers. 
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As the third grader is very eager and enthusiastic, 
with a longer attention span, musical notation and simple 
form can be taught successfully. For his growing hands, 
the third grader enjoys art expression to music. Socially, 
the eight-year-old begins to gain "best" friends and even 
gangs may develop. Group music activities may serve as a 
socializing influence. In case of conflict, there is an 
allegiance to the peer group instead of an adult. Indivi-
dual music performances and increased teacher-pupil plan-
ning or discussions have proven of worth. It follows that 
the child reacts well to discussing what various examples 
of program and absolute music may mean to him. The use of 
the tape recorder and recordings to improve performance 
are useful. 
As there is a greater capacity for self-evaluation, 
the child shows interest in improved tone quality, and 
more critical listening. He is conducive to developing 
more musical discrimination and taste. There is much 
spontaneous dramatization at this age, implying such 
activity in the music experience. As he understands 
time and money, one may present meter signatures, note 
values, and rhythmic patterns, hoping for retention, and 
understanding by the majority . The child is responsive to 
group activities and has respect for the accomplishments 
of others. Therefore, simple dances, singing games, and 
the sharing of creative reactions to music are in order. 
There is appreciation for great artists and composers. 
Some additional types of music especially suited to the 
third grader are collections of dance or suite movements 
as he is in a period of growth where collections have 
meaning to him. Adventurous music will capture him for 
he lives in the world of adventure and shows keen inter-
est in people of the past, of long ago and far away. 
The self-confidence and emotional release that are 
gained from more discriminating listening have proven 
meaningful for the eight-year-old who depends on praise 
and encouragement from adults . The channeling of his 
interests and enthusiasms in creative music experiments 
will bring him new freedom, rather than domination by 
over-critical standards. 11Belonging 11 to the peer group 
and identifying with others of the same sex are important 
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to the child. This has been found to be a very good time 
for noble, inspiring music of brotherhood. Adult-supervised 
groups and planned after-school activities appeal to the 
youngster, therefore, class and private instrumental study 
have proven beneficial beginning in grade three . In the 
classroom, moving to music for mastery of the basic funda-
mental movements will exercise both the large and small 
muscles. 
Enlarging upon the primary grade activities and 
experiences in music, the teacher may guide the children 
in intermediate grades on to greater musical growth with 
consideration for their physical, emotional, intellectual, 
and social growth patterns. 
Grade Four 
The child of nine years continues a slow, steady 
growth with lungs, digestion, and circulatory systems 
almost mature. His heart is subject to strain but his 
eye-coordination is good. In fact, the eyes are almost 
adult size. He is ready to do near work with less strain. 
In accordance with these physical conditions, it has been 
proven that instrumental instruction may be fostered. 
Strenuous physical activity should only be allowed in 
brief periods. A nine-year-old child is able to hear 
more of music's technicalities and can notate as well as 
sight-sing themes and rhythms and original songs with 
some degree of success. 
The fourth grader is decisive, responsible, depend-
able, and has a strong sense of right and wrong. Indivi-
dual differences are distinct and clear and abilities are 
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apparent. Varied music activities will cater to individual 
differences, as well as continued help for uncertain 
singers. As the child is capable of prolonged interest and 
some individual planning, thirty-minute music periods are 
possible. More analytical listening and harmonic experience 
may be attempted. Two-part singing can be a thrilling 
experience for the child. He is ready to understand simple 
song forms and can identify many musical instruments. 
There is concern on his part to improve tone quality and 
to choose appropriate rhythm instruments for song accom-
paniment. Common dance rhythms can be identified. He 
should be encouraged to bring his favorite recordings from 
home, prepared to state his reasons for liking the parti-
cular composition. 
A youngster who is discouraged or pressured at this 
age loses interest as he is a perfectionist and wants to 
do well. Self-confidence can be gained through successful 
participation and enjoying music. His interests turn from 
fantasy to the community, his country, foreign lands and 
their people. How natural, then, is the study of national 
music and composers at this time. Patriotic music has 
strong appeal as he begins to show a loyalty and pride in 
his country. As the child tends to be outspoken, critical 
of adults and talkative, musical activity, such as inter-
pretation of absolute and program music, may serve to 
channel energies. Much arguing occurs over fairness in 
games as his sense of right and wrong is so pronounced. 
Music in opera and the program area that deals with 
11 right-wrong 11 plots holds special interest. 
Among the special needs of the fourth grader are 
active, rough and tumble play, and the acquisition of 
friends and group membership. In addition, he needs 
training in skills without pressure. Reasonable explana-
tions, not talking down to him, serve to enlighten him. 
Musical implications include folk dance activity, action 
songs, and rhythms and instrumental groups. Sensing and 
hearing--then seeing musical notation have been found 
successful. Simple, clear explanations of the technical 
aspects of music notation or form or instruments can 
readily be understood. 
Grades Five and Six 
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Children of age ten and eleven were grouped together 
in the readings as experiencing an "awkward period 11 before 
an adolescent period of rapid growth. Some of the awkward-
ness may be overcome by folk dancing and rhythmic activi-
ties for coordination. Social dancing was recommended for 
the eleven-year-olds. As the secondary sex characteristics 
begin developing, the music teacher may emphasize voice 
differences and encourage listening to various combinations 
of solo and ensemble groups of soprano, alto, tenor, and 
bass voicings. 
There is a wide range of individual differences 
apparent in grades five and six. Individual research may 
be encouraged on music, musicians, composers, instruments, 
and music history. Interests seem to lie in team games, 
pets, radio, comics, and boy-girl differences. There is 
a great deal of teasing between the sexes. It was advised 
that children be motivated to discuss and evaluate tele-
vision, radio, concerts, and records. Coeducational music 
activities were urged to foster healthy boy-girl relation-
ships. 
Because of the uneven growth during this period, 
the child may seem awkward, restless, and lazy. For this 
reason, music that is purely fun and enjoyable or soothing 
within their interest range will be received well. 
Children of ten and eleven may be over-critical, change-
able, rebellious, and uncooperative. They need praise and 
success in listening with discrimination. Also guidance 
is needed in the study of form and structure. 
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Knowledge of the physical and emotional changes that 
are about to come in adolescence are among the special 
needs of the fifth and sixth grader. An awareness of the 
adolescent and adult voice is helpful. A skillfully 
planned program is essential for those who are and are 
not approaching puberty. Music of varying moods, styles, 
and periods with both child and adult appeal should be 
considered for presentation. 
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A sense of humor and warm affection in adults is 
appreciated by the children. Nagging and talking down to 
them is not well-received. They welcome music for enjoy-
ment, music with a sense of humor, and the popular classics. 
The discussion of program and absolute music is still to be 
encouraged. 
The readings indicated that the fifth and sixth 
grader have a strong sense of belonging and being accepted 
by the peer group. They welcome increasing opportunities 
for independence. The children are much aware of both 
instrumental and vocal groups and enjoy harmonic experience 
with its increased challenge. Two and three part singing, 
creating descants and harmony parts involve keen aural 
perception. 
More complex experiences in creativity, music inter-
pretation, acquisition of music skills, and the study of 
longer forms, as well as composers and national music, 
have been found to be well-received. 
Summary 
There was agreement in the literature that a child's 
development is influenced both by forces within himself and 
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by factors in his physical and cultural environment. It is 
known that growth depends on continuity. Musical growth 
depends on the child's responsiveness to the tonal and 
rhythmic patterns which are the substance of the art of 
music. Brooks and Brown aptly have stated that: 
The pupil must have a purpose for listening to the 
music, for it is this purpose which makes participa-
tion significant for the child. This challenges 
children's appreciation and creates more interest 
for them as they mature in their experience. (9:203) 
Progressive awareness of constituent musical elements 
brought about by a music program geared to developmental 
growth may aid gradual appreciation of music. If the child 
learns progressively to differentiate and hear with greater 
insight, better integration of musical elements will occur 
in his mind. Mursell has emphasized this point as follows: 
" ... behavior is changed, not by the repetitive establish-
ment of specific connections, but by the reshaping of total 
patterns. " (34:10) 
Learning depends upon continued successful experience 
to motivate the learner on to greater challenge. Thorpe 
referred to Hilgard's theories of learning in support of 
this point. 
It [learning] depends upon a) capacity, b) previous 
experience, c) the situation--unless a situation is 
so patterned that it can be structured by the learner, 
insight cannot be gained, d) insight frequently fol-
lows a period of trial and error, e) solutions gained 
by insight can be repeated, f) once attained, insight 
can be utilized in new situations. (63:169) 
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It follows, then, that if the individual is expected 
to strive toward a given level of success in music listen-
ing, the goal involved must be meaningful to him and must 
be within his reach. 
The following section will be devoted to meaningful 
listening experiences for the child in the elementary school. 
If a guided listening program is to be educative in leading 
the listener on to greater skill and understanding of the 
art of music, it must not only be built on thorough know-
ledge of child growth patterns, but also it must be planned 
to challenge the listener on to his utmost growth as a 
listener. 
II. GUIDING THE LISTENING EXPERIENCES 
There follows a succinct presentation of the objec-
tives of the guided listening program along with sugges-
tions for creating the proper atmosphere for music listen-
ing experiences. Attention will be given to child responses 
to listening which show growth in perceptive listening. 
Objectives of Guided Listening for Children 
Since listening was found to be the common element 
in all musical endeavors, naturally the objectives of the 
listening program are inseparably related to the objectives 
of the total music program. It is appropriate, therefore, 
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that the objectives of the music program be reviewed here. 
First was the appreciation and enjoyment of musical beauty. 
Second was the increased ability to think musically and 
acquire specific musical knowledges, including awareness 
and understanding of many musical compositions and styles 
of the past and present, as well as understanding the pro-
blems of performance, interpretation, and musical structure 
of compositions. Third was the development of definite 
skills for both performance and listening , in addition to 
specific musical attitudes, appreciations, and habits. 
The fourth objective of the total music program was con-
sidered to be growth in musical responsiveness which 
includes musical awareness, initiative, discrimination, 
insight, and skill. The fifth and final objective was 
the acquisition of cultural understandings through music. 
The objectives of the guided listening program in 
the elementary school are: (1) to develop in children the 
trained ear which will enable them to recognize form and 
design in music, instrumental tone colors, and composers 1 
style of musical expression; (2) to develop in children 
the trained mind which will enable them to concentrate on 
music to follow its melodies, harmonies, and forms, and 
to develop ever-growing standards of good taste; (3) to 
develop the aesthetic responses of children so that they 
become increasingly sensitive to music with its varying 
moods, its quality, and its aesthetic beauty; and (4) to 
develop in children a lasting desire to listen to music 
for sheer enjoyment. 
The trained ear, referred to as the first objective 
of the listening program, depends on the child's ability 
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to think musically and listen skillfully, the second and 
third objectives of the total music program. The trained 
mind, of course, is inseparably interwoven with the listen-
ing ear in acquiring specific musical knowledges and listen-
ing skills. The thnu objective of the listening program, 
that of children's ever-increasing responses to the 
aesthetic beauty of music, relates to the first and fourth 
objectives in the total music program, or the appreciation 
of musical beauty and the fostering of growth in musical 
responsiveness. Finally, the development of the desire to 
listen to music for enjoyment is connected with the first 
and last objectives in the total music program. These were 
the enjoyment of music, both for itself and as an avenue of 
understanding varying cultures. 
Creating the Proper Atmosphere 
Good teaching has conviction and creative imagination, 
revealing the music to the listener with freshness and spon-
taneity. Perhaps the most outstanding advice given in the 
readings was the fact that a teacher should remove any 
obstacles to understanding so the music may be heard as 
completely as possible. Pierce warned that discussion 
of the music must not be forced , for fanciful verbosity is 
irrelevant. (40:11) Pertinent facts or questions may be 
brought forth in an effort to arouse creative thinking and 
individual response to interpretation. 
Tipton, among many others, has spoken of this as 
follows: 
The key to an enjoyable and stimulating adventure in 
listening to music consists in "alerting 11 children's 
musical ears so that as they sample the vast wealth 
of great music literature of the ages, they make some 
of it their own. However, a passing acquaintance is 
not enough. In order to take music into their hearts, 
children must have ample opportunity to find out for 
themselves what the music has to say to them. For 
only through a process of gradual;-fnterested dis-
covery of the music itself, on their own terms, will 
children really remember it and treasure it. (41:5) 
Brooks and Brown , as well as Hartshorn, Baldwin, 
and Tipton, agreed that it is the duty of the teacher to 
know the music more than just about it. The composer's 
use of materials would come under this area. Knowing and 
presenting for the children the rhythmic devices, melody 
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lines, instrumentation, · and formal scheme help the listener 
to recognize the factors that caused his response to the 
music. ( 9:205) 
Baldwin eloquently illustrated how natural it is to 
want to analyze the thrill received by hearing beautiful 
music as follows: 
To treat a nocturne as if it were a problem in arith-
metic, to be solved in consecutive steps, is as stupid 
as it is futile. One might as well try to institute 
regular procedure for enjoyment of a sunset. Impres-
sions of beauty do not come piecemeal. And just as 
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the watcher of a sunset having responded to its grand 
total, then begins to notice the strip of curious aqua-
marine along the horizon or the fantastic shape of a 
cloud mass, so the listener, returning to earth after 
the thrill of the music, becomes interested in the 
details that caused it. (57:94) 
Perhaps it is pertinent to say that a teaching 
method cannot be rubber-stamped, for as Baldwin has men-
tioned, the music itself determines the mode of presenta-
tion, based on general principles of musical art and par-
ticular knowledge of each individual piece. (57:94) Feel-
ing the music is of the first importance and was recommended 
as the first experience for children. Music is known as a 
language of feeling--from heart to heart--and it is the 
teacher who creates the sympathetic atmosphere which will 
awaken the feeling the child naturally has. 
Musical Perceptions Gained Through Guided Listening 
Gradual discernment in listening growth may be 
realized through a guided listening program that encourages 
physical, emotional, and intellectual responses from child-
ren throughout their elementary school career. Baldwin has 
stated that with the help of the teacher, children can grow 
in their ability to listen discriminately as follows: 
In the beginning, purely musical beauty has little hold 
upon his attention, so we start him thinking of the 
-----
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story or picture suggested by the title or the mood of 
the piece. As the child's interest and concentration 
grow, his attention may be turned to more musical 
things. He will listen happily for the repetition of 
a familiar theme, for a change~ harmony, for the 
entrance of a new instrument or a new tune. And then, 
if our efforts have been successful, there will come a 
time when he no longer needs to be told what to listen 
for. He can make his own pictures and interpretations , 
discover his own musical beauties; he is now a musi-
cianly listener. (57:97) 
A summary of the various types of musical percep-
tions gained through guided listening in the elementary 
school was included here. 
Motivating Perceptive Listening 
Mood awareness. The key to interpretation of music 
through its moods was given as a valuable way in which to 
encourage creative thought and discussion in young children. 
At times, the mood of a composition may be felt deeply by a 
child though he cannot fully express what he has exper-
ienced. Pierce has spoken of this in the following way: 
Description is useful, but the teacher should remember 
that music can convey feelings and impressions that go 
beyond words. If words could speak as well , there 
would be no need for music. (40:234) 
It was advised that children be guided in listening 
for a single mood first, then contrasting moods, and 
finally , in longer works , a full range of moods. The 
teacher might ask for descriptive words to clarify the 
mood felt by each child. To aid the class, appropriate 
pictures that seem to convey a similar or contrasting mood 
may be used for motivation. A poem or song were also sug-
gested for use in the same way. Before hearing a composi-
tion, the children may discuss the qualities that should 
be present in a mood and see if they exist in a given 
piece of music. 
Pierce added that children enjoy suggesting titles 
to music before they have heard the composer's title. 
Another stimulant to creative thought and mood interpreta-
tion is the activity of having children write their 
reactions to music or draw and paint their interpretations 
of the moods. 
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Musical elements. Throughout the literature, listen-
ing for the basic musical elements of melody , rhythm, and 
harmony was considered essential. Swanson mentioned the 
activities of listening for the subtleties of phrasing--
the moments of temporary repose and contrasting moments of 
pushing forward. Like and unlike phrases may be discerned 
by the children. Being able to hum or sing a simple theme 
and actually hearing it in the recording is a skill they 
relish. (51:23) 
In presenting themes visually to the children, the 
added skill of note-reading may be realized. Rhythmic 
figures very often lend themselves to the same treatment. 
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Rhythm was repeatedly labeled as an element that 
must be felt first through body response and class rhythmic 
activity. Brooks and Brown wrote that human beings most 
naturally respond to this element first. (25:202) The 
development of rhythmic feeling through the fundamental 
rhythms was emphasized by Snyder as the most meaningful 
experience for the young child as follows: 
The young child is not concerned with the technical 
aspects of music. He responds to it in his own way, 
moving his body joyously, as he is able, depending 
upon his own motor skills. (46:30) 
Through such rhythmic activities, the child may grow 
to sense balance and design, repetition , and contrast. 
When he has reached the third and fourth grade and can 
successfully participate in patterned folk dances, he 
begins to recognize and associate the rhythmic character-
istics with different people and countries , various periods 
and styles, and eventually, he may understand how composers 
have used specific rhythms in larger musical forms. It was 
emphasized by Brooks and Brown how essential listening is 
in folk dancing to hear changes in melody and rhythms that 
express the mood of the dance or the character of the 
people. (9:202) 
The element of harmony in music is felt and per-
ceived as a pleasant sound to the primary child. The 
literature consistently advised that no formal harmonic 
emphasis be given till the child has reached the interme-
diate grades. Swanson supported this thought as follows: 
The hearing of harmony, as more than a mere pleasant 
sound, begins to develop only in the intermediate 
grades. Certain subtle harmonies are not noticed by 
children at all, and they find some of the lush har-
mony and rich orchestrations of the Romantic Period 
overpowering. (51:225) 
All of the readings indicated that children need to 
be exposed to all types of music that is expressive of the 
wide range of human feeling even if there are some aspects 
that can only be felt and not fully analyzed. Enjoyment 
can still be experienced as Pierce has stated: 
Tonal combinations that enrich melody appeal strongly 
to children. They take delight in following contra-
puntal music, where two or more tunes seem to chase 
each other (as in the inventions and fugues by Bach, 
"The eat's Fugue" by Scarlatti, and "Polka and Fu~ue " 
from Schwanda, the Bagpipe Player, by Weinberger.) 
They appreciate music with smooth or consonant har-
monies (as in music by Mozart, Haydn, Schubert, and 
Schumann). From repeated listening at home and at 
school, they learn to find meaning in music with 
dissonant sounds (as in music by Moussor~sky, 
Shostakovitch, and Stravinsky). (40:116) 
Story and picture music. In the early stages of 
listening growth, children can readily grasp a specific 
story or idea from a musical composition. Music of this 
type is formally referred to as program music. The class 
may be encouraged to fit a story to the music, sharing 
their imagination with each other, orally or in written 
experience. The readings also brought forth the idea 
77 
that a teacher may match music to an experience that the 
children have had recently. Other activities included 
selecting an appropriate poem or story for the music, 
dramatizing music, and drawing impressions of a story the 
music seemed to suggest to them. 
Design££ pure music. Another type of music which 
gives more freedom in individual interpretation is pattern 
or absolute music which gives no clue to its composer's 
original intent. This more subtle music aims to express 
only beauty and arouses aesthetic emotion in the listener. 
Throughout the readings, it was suggested that children 
may be listening for melody or rhythm or mood but the 
selection must not be too long, nor the form and design 
too difficult. Baldwin has described the difference 
between story and design music thusly: 
There are two slightly different kinds of music which 
every good listener is pretty sure to meet. The dif-
ference is not so much in the music, as in the com-
poser's main idea as he wrote it. Some composers are 
most interested in making beautiful patterns of tones 
which express feelings. They are rather like the 
artists who make the designs for wallpapers, dishes, 
silks, and cottons, and the hundreds of pretty things 
we see every day. Other composers are thinking of 
some particular story or picture which they want 
their music to suggest. (3:1) 
Form or structure. Structural analysis was presented 
in the literature as a process which may be started as early 
as the first grade in its embryonic stage of helping child-
ren to become aware of phrasing through bodily movement. 
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The repetition of melodies, themes, or rhythms was given as 
another listening guidepost for which children can develop 
keen ability. Binary, or two-part form, and ternary, or 
three-part song forms, were listed in natural sequence in 
the study of form. Rondo, variation, and the larger forms 
of suites and tone poems or overtures followed. Theme and 
variations was often given as a delightful experience for 
the intermediate children who gain great pleasure at being 
able to notice the treatment a composer gives to a simple 
melody. Later in the elementary school experience, the 
forms of sonatina and sonata might be attempted if the 
foregoing foundation has been laid. The readings empha-
sized that form in music indicates the relationships that 
exist among the constituent elements of a composition which 
give it organic unity and contrast within its overall 
design. All authors underlined the value of listening for 
form on a more challenging basis as the child matures. 
Copland supported this feeling as follows: "one of the 
principal things to listen for, when listening more con-
sciously, is the planned design that binds an entire 
composition together. 11 ( 14:113) 
This area of experience was described by Hartshorn 
as that which requires self-discipline, diligent effort 
and intellectual achievement. The schools do not exist 
to teach what children already know and love. An emotional 
tone bath is not enough in the listening experiences of 
children. To listen for formal structure, the listener 
must remember the relationship between ideas with imagery 
and creative thought. (59:263) 
Musical instruments and voices. From first listen-
ing to simple classroom instruments until the child exper-
iences the sounds of the orchestral and band instruments, 
there is a natural curiosity on his part to explore the 
instrumental world. The elementary school child was 
described as having great fondness for expressing himself 
on simple rhythm instruments and later many children are 
interested in beginning the study, perhaps of a real 
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musical instrument with a private teacher. Playing melodic, 
harmonic, and percussion instruments is a natural way to 
lead into the study of identification of the more serious 
instruments in recorded or live performance. Pierce has 
shown the gradual process in this way: 
The acquaintance may stem from incidental listening to 
a well-known melody played by a solo instrument. The 
teacher may then direct attention to various instru-
ments first singly, then in "families" and in mixed 
groupings. Children usually learn first about the 
instruments most commonly heard (such as the violin, 
cello, trumpet, clarinet, and flute) and, grade by 
~rade, work toward those heard and seen less frequently 
(such as the English horn, oboe, and bassoon). (40:117) 
Correlation between voicings of instruments and the 
ranges of the human voice were suggested in the readings 
for the intermediate grade children as they approach adol-
escence. They should be allowed to hear many songs, in 
unison and parts both by children's and adult voices. 
Composers and music history. Many materials were 
suggested by the authors as being helpful to the child in 
learning about composers and music history. The use of 
children's books, films, and other audio-visual aids may 
supplement the actual music created by the composers in 
various periods. The older children may be encouraged to 
make simple notebooks about composers or periods of music. 
Compositions, illustrations, charts, and other creative 
ideas have been found helpful in enriching the child's 
background of musical knowledge. Visits to museums where 
valuable ancient instrument collections are housed are 
concrete ways of instilling historical learnings in an 
enjoyable way. 
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Concerts and great artists. Carrying musical activ-
ity beyond the school walls into the home and community was 
listed as a component part of the teacher's work in a guided 
listening program. Through the media of radio, television, 
film, and the concert stage, our children very easily can 
become aware of the many artists of our own country and of 
the world. These experiences create lasting impressions on 
young minds. 
Listening for self - improvement in performance. As 
children are exposed to the world of music through listen-
ing, they begin to develop a more critical ear to their 
own performance in singing or playing. This form of self-
criticism is a valuable step in musical growth and sensi-
tivity to beauty of sound. 
Some Activities for Guided Listening 
Sharing experiences and feelings. When children 
freely express their feelings concerning the music they 
have heard, they are showing growth in creative thought. 
The encouragement of children's opinions was strongly 
advised as a guide for discovery on the part of the child 
in both oral and written experience. Encouraging the 
children to share individual reactions to the music will 
bring about varied and interesting responses. 
Art expression. Another way in which children 
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share their feelings about music is through art expression. 
This may include abstract designs or actual pictures that 
show concrete objects or people. In this way, heightened 
sensitivity to the music takes on visual form. 
Playing melodic, harmonic, and percussion instru-
ments. Growth in listening can be discerned when a child 
correctly produces a melodic line, an harmonic accompaniment, 
or a rhythmic accompaniment to class singing or a record-
ing. He has some understanding of the basic elements of 
a given piece of music to be able to reproduce the music 
or create a new part that souns well with it. 
Notation of musical elements. Understanding of the 
elements of music through listening experiences is an area 
of listening growth that needs consistent help from the 
teacher in the elementary school. Aural awareness of 
intervalic relationships in a melody on the printed page 
greatly aid in the child's concept of music reading. Ear 
training continues throughout all listening experiences, 
such as when the teacher or child notate a rhythmic or 
tonal pattern so the child can reproduce it himself 
through singing or playing. Growth is also apparent when 
the child can read a few themes as he listens to a compo-
sition. Perhaps he can only distinguish a melody and its 
recurrence or one that contrasts with it. Similarly, he 
may be able to show some understanding of the composer's 
rhythmic devices that he sees while he listens. Even an 
awareness of harmony--the tonic and dominant chords, for 
instance--may be evident when he recognizes cadences 
aurally and visually. 
Dramatization and bodily movement. Increased per-
ception in music listening is often translated into visual 
action by the child. Song dramatization or bodily movement 
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to show phrase awareness or dramatic action are some ways 
in which he shares his ideas as to what meaning he has 
derived through listening. 
Quiet listening. There are times when a child does 
not outwardly show that he is perceiving beauty from music 
heard. It may be that he is so moved by the music, so lost 
in his own thoughts and the message that the music has for 
him, that he does not wish to share his feelings, but just 
to enjoy them, himself. If a child shows quiet interest 
in music without fidgeting or outwardly showing that his 
mind has wandered to other diversions, it is reasonable 
to assume he is having a meaningful experience. 
Repeated listenings to the same music was often cited 
in the readings as being vital for young children. They 
should be allowed to sit back and enjoy their work that has 
been accomplished in listening discrimination. Earhart 
illustrated the fact that children are naturally sensitive 
to beautiful tone which is a prerequisite to any and all 
other effect, in this way: 
Like prismatic colors to his eyes, it comes to his 
ears as the most satisfying sensation that can ever 
break into his consciousness through that organ of 
sense. ( 18: 67) 
Creating stories to music. After hearing a musical 
selection of either program or pure nature , children can 
create stories that parallel the moods expressed by the 
composer in the music. Sensitivity to moods, dynamics, 
varying tempi, and instrumental color are evident in 
their verbal interpretation. 
Matching music to a story, poem, or picture. If a 
child successfully matches music to another form of art, 
he has shown understanding of the composer's emotional 
intent or message. Repeated listening may be necessary 
in some instances before a child will decide. He will 
enjoy choosing a picture or poem which has a contrasting 
theme from that which he has derived from the listening 
experience, also. 
Listening for enjoyment. Listening to music that 
children enjoy shows growth in wanting to have music close 
to them. With guided listening experiences, their requests 
will gradually broaden to varied styles and types of music. 
Listening for pure enjoyment without concentrated guidance 
was suggested frequently in the literature to enable 
children to have the experience of hearing great works of 
art. Pierce highlighted the idea of doing this outside 
the scheduled music period as follows: 
The classroom teacher should frequently play, sing, or 
use phonograph recordings outside the regular music 
period, and, without comment, allow interested children 
to put aside their work to listen. This is similar to 
reading aloud a story or poem only to those who wish to 
hear it, to placing reproductions of famous paintings 
on the bulletin board or walls of the room, knowing 
that merely from seeing them children may ask about 
the pictures, or at least have the opportunity to 
observe great works of art. (40:111) 
86 
The aims of the guided listening program in providing 
such a variety of musical experiences to the elementary 
school child are the promotion of enjoyment and a growing 
musical taste for the more subtle and intricate music. 
Starting first with physical and emotional appeal , the 
program should build discernment on greater understanding 
and experience that has been planned with an awareness of 
developmental growth patterns. 
This chapter sotght to clarify the natural growth 
patterns of children and to show some of the varied 
experiences a teacher may include in a music program 
which takes these growth patterns into consideration. 
Attention was given to the musical perceptions gained 
through guided listening. 
CHAPTER V 
LISTENING EXPERIENCES FOR EARLY CHILDHOOD 
I. PLANNING THE LISTENING EXPERIENCES 
FOR GRADES ONE AND TWO 
A Positive Atmosphere 
Music listening in early childhood can be a dynamic 
adventure for the child if he is encouraged to respond in 
various ways and contribute his original ideas as he and 
the teacher enjoy the music together. As the American 
composer, Copland, has said: "Music can only be really 
alive when there are listeners who are really alive. 11 
(14:253) Always, in planning and guiding the children's 
activities, the teacher will take the child's normal growth 
patterns into full account. (See pp. 56-60 .) 
Encouraging personal reactions. By helping a child 
to express his feelings and reactions to music he has 
heard, the teacher is performing the vital service of 
stimulating creative thoughts and ideas. In other words, 
she is fostering independent thinking. When children 
share these ideas in class, they learn respect for each 
other's creative ability and enjoy working together with 
music that is stimulating and satisfying. 
Catering to short attention spans. The eagerness 
and exuberance of the first and second grader can be chan-
neled into musical activity that includes immediate 
responses to music. Short perioooof work in any activity 
are essential during this period when he becomes restless 
and easily fatigued. Opening the world of music to the 
young child can be a challenge to any teacher who must 
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look for subtle reactions and changes of facial expression, 
perhaps a casual bodily response to fascinating rhythms and 
obvious mood changes. Often little children can feel the 
wonderful message of music and not be able to express that 
feeling in mere words. However, there are other ways of 
expressing these feelings through bodily responses of 
tapping, clapping, reaching, stretching, and many others. 
During grades one and two with frequent listening exper-
iences of short duration, the child's creative ideas will 
grow and his ability in self-expression will gain new 
dimension. (See page 56.) 
Exploratory Listening 
A wide variety of experiences are needed for a mean-
ingful music listening program in grades one and two in 
order that the child may have a basis of recognition of 
the many different kinds of music. Some children come to 
the school with little or no music experience in the home. 
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Others may appear who have been exposed to a limited music 
background, or one which has been narrow in scope or 
quality. It is the duty of the school to acquaint children 
with the short musical works in vocal and instrumental 
literature that can be related to child experience. 
Children will find it interesting to engage in such 
a varied program provided the teacher carefully guides the 
listening experiences for immediate responses and meaning 
for the child. Types of listening should also include 
solo and ensemble music and picture as well as design 
music. 
Environmental Sounds and Listening 
The sounds of the child world may be included in 
sounds to explore, such as the home, the street, the 
country, water, and the sky. As the world of music is 
gradually unfolded for the child, his aural sensitivity 
will grow. He can be guided toward listening to his own 
bodily movement and how these sounds relate to listening. 
For example, Tipton included the "sounds of his feet, his 
hands, his tapping fingertips, and the slapping of his 
knees. 11 (55:65-67) He will become acutely aware of high 
and low concepts, of soft and loud, up and down, even and 
uneven sounds, as well as those that are fast and slow. 
All these can be clearly indicated through such bodily 
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motions as reaching, clapping, or skipping. Rhythm instru-
ments may be used for expressing contrasts in sound quality. 
The six- and seven-year-olds enjoy exploring those which 
thud, click, or jangle, and those which scrape, rattle, or 
ring. By recognizing these variations in sound and choos-
ing an appropriate instrument or group of instruments to 
accompany the music, the child is learning to differentiate 
qualities of sound. 
A child's interest and excitement in listening will 
grow if he is encouraged to listen to his own voice and 
its ability to sing high and low. As his aural perception 
deepens, the child's tonal perception becomes more specific 
and he can control the intervals that his voice produced. 
The uncertain singer is the one who has not listened to 
himself enough and is not aware of his ability to create 
higher and lower sounds that match what the other children 
are doing. Sometimes children can gain great help from 
singing along with recordings or humming and moving their 
hands in the air to imitate tonal direction. The listen-
ing ear, then, helps every phase of musical activity. 
Selecting Music Literature 
We are a fortunate society in having such a vast 
wealth of recorded music available for our enjoyment and 
musical learning. The problem for the teacher lies in 
choosing appropriate music for children. 
Adapting to maturation levels. Child growth and 
experience are the key to music selection for the teacher. 
In the first and second grades, children need music with 
beautiful melody. They glory and revel in music that 
stimulates bodily response and deals with subjects that 
they know and can understand in the immediate world and 
the world of make-believe . Musical stories and music 
that children can interpret in story form or dramatization 
holds great appeal. And we must not forget that the child 
needs music for action and rest, music that relieves ten-
sion and provides fun and enjoyment. 
Suggested types of music suitable for children. 
Repertoire for elementary school children includes seven 
broad areas within the music l iterature, according to 
McMillan and other leading music educators. (33:135-146) 
The first of these is folk music or the songs and dances 
of people all over the world. There is a treasury here 
of beautiful and usually simple melody that has become 
loved by all generations. In addition to the musical 
values to be gained, children will learn of the cultures 
of other people as an enrichment to their social studies. 
The way in which composers use folk music in serious 
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concert music is always of interest to children as a joy of 
discovery. The use of typical rhythms or authentic tunes, 
as well as folk instruments, are easily identifiable by 
children as they listen. 
Picture and story music are a second source of rich 
material for children who live in the imaginary world of 
stories. Music that has descriptive ideas or suggested 
sequences of events within is formally called program 
music. This type of listening gives the child something 
to associate with as the music passes before him in time. 
It sometimes is a valuable link in mood interpretation and 
stimulates his creative imagination. 
Design music is the third suggested area of child 
experience in music listening for the elementary school 
that is seemingly opposite in nature. A composer may 
write music just for the sake of beautiful sounds or 
beautiful form and musical patterns. Not all music is 
descriptive of one idea. Sometimes design music speaks 
more intimately to each person when he interprets it in 
terms of his feelings and reactions, not those superimposed 
by a title. The teacher can help children to notice repe-
tition and contrast in design music and give general direc-
tion as to how the composer achieved order and balance in 
his music. 
Children's love of nature, the seasons, and the 
countless charm of God's wonders is direct and sincere. 
How natural, then, is their love for music that expresses 
ideas of the world of nature. Musical pictures of storms, 
clouds, flowers and trees, or of water or the sun hold 
immediate fascination for they have knowledge and feeling 
for such things. 
Music and make-believe are ideal partners for the 
child mind and creative imagination . They have inherited 
music that deals with fairy stories, legends, and folk 
tales just as their story books do. Music of this type 
gives children something definite for which to listen. 
(See page 59.) 
Meeting the great composers of music and some of 
their famous compositions is sixth on the list of appro-
priate children's music . As the child's world enlarges 
from his immediate family to the town, the nation, and 
finally the world, he eagerly greets musical friends 
introduced by the creative teacher. Musicians who were 
child wonders, such as Mozart, or composers who had the 
special ability of re-entering the child world in some 
of their music, make fascinating subjects for study. 
Seventh and last in the suggestions for suitable 
children's music was music which features particular 
musical instruments or groups of instruments. Being 
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able to distinguish the timbre of the four orchestral 
families and some of the standard musical instruments 
is another source of enjoyment for children which may 
even lead to private music study. Folk instruments, too, 
are fascinating to children, especially when compared to 
the instruments of the band and orchestra. Composers 
have written special compositions that actually help 
children to understand the individual instruments of the 
orchestra. Films, filmstrips, pictures, and live perfor-
mances greatly intrigue youngsters in discovering the 
world of instruments. 
The afore-mentioned areas of musical study are 
broadly applicable to all grades of the elementary 
school. Study of composers and instruments will mean 
more to older children and can wait until grades three 
and up. Nevertheless, it is in the first and second 
grades where the broad introductory work is begun with 
the selections that should cater to active bodies and 
imaginations in short periods of musical activity. 
II. SUGGESTED MUSICAL LEARNINGS FROM LISTENING 
EXPERIENCES IN GRADES ONE AND TWO 
There are specific learnings that young children 
may gain from music listening. They follow here in eight 
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headings that may be expanded and increased in difficulty 
as the child matures throughout the elementary school years. 
Interpreting Mood 
The interpretation of mood is a sensitive learning 
which six- and seven-year-olds may realize with activities 
that are varied and contribute to their power of expression. 
Due to their limited vocabulary, the first and second 
graders find it difficult to express themselves verbally. 
The teacher must help with picture words or ask questions 
that aid their grasp of words that are colorful and definite. 
They often reveal their feelings of mood beet with visual 
demonstrations of rhythms and bodily movements or with 
simple pictures and stories that a sensitive teacher may 
guide and develop with them. 
Sharing and comparing feelings. Sharing and compar-
ing feelings about music which they have heard can take the 
form of word responses, story responses, and art responses. 
Class discussions are a good stimulant for descriptive 
words that they have thought out while listening for ways 
in which to describe their feelings. For example, if a 
teacher were to play the following two selections for a 
class, giving them the titles beforehand and asking them 
to think of words that show how these two pieces are dif-
ferent, descriptive words and feelings would be motivated. 
The music--The Dancing Doll by Poldini and The Golliwog's 
Cakewalk by Debussy--suggest a light, gay, and graceful 
ballerina-type doll and a slouchy, awkward rag-doll to 
the majority of children. They are eager to show the 
class their interpretations of how two such dolls would 
look, stand, sit, or dance after they hear the music once 
or twice and,with the teacher's help, have formulated a 
mental picture full of color, motion, and meaning to them. 
The resourceful teacher must take care always to 
call the children's attention to the elements within the 
music that arouse a particular feeling, word, or picture 
in their minds. In other words, the melody of The Dancing 
Doll is light, smooth, and delicate (played by celeste) 
and may call attention to such delicate dance movements 
a lovely ballerina would execute while interpreting such 
a mood. Debussy's music of the happy-go-lucky rag-doll, 
however, has a jaunty, uneven rhythm, and saucy melody 
that most naturally would evoke a mental picture of an 
entirely different type of dance or creature in the 
child's imagination. 
Creating stories that develop from changing moods 
within a musical selection or contrasting sections is 
another response to mood interpretation. To return for 
a moment to The Golliwog's Cakewalk, there is a contrast-
ing middle section that is slow and wistful that children 
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may imagine as the place where the poor rag-doll is taking 
a little rest from her strenuous dancing. How hard it is 
for a spongy, twisted , old, and tired rag-doll to stand 
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and jump for so long. It is interesting to withhold the 
title of the music from the children and watch how many 
different ideas develop from the message the music gives 
each individual. Such an activity might occur at Halloween 
when such typical music, as MacDowell's The Witch or 
Mussorgsky's "The Gnome " (from Pictures at an Exhibition), 
may call to mind all sorts of weird goblins, ghosts, and 
costumed creatures in the active minds of six- and seven-
year-olds. No title is necessary when melodic, rhythmic, 
and instrumental effects paint such vivi d pictures. 
Even in grades one and two, art responses are often 
delightful results of a child's effort to describe his 
feelings about music. A picture or design in certain 
colors that describe a particular mood to him may prove 
to be a work of charm and beauty. The young child is 
not skilled in techniques of art and needs to compare 
his ideas with the teacher and the class before creating 
his picture. Sometimes the shape of a creature or thing, 
the color, or the size of something is not clear or is 
out of per spective in his mind. A kind word or a gentle 
suggestion as to what crayon or paint , or even a vague 
start at shaping the thing on paper for the child may 
be just the impetus needed for him to carry on in surpris-
ing results. 
As an example of art response to music, sometimes 
the first and second graders are most effective in pic-
tures than designs as their understanding of the abstract 
is not developed as yet. (See page 58.) The Ballet of 
the Unhatched Chicks by Mussorgsky will appeal to children 
for its humor and frivolity as they imagine the tiny chicks 
bursting forth from the eggshells and stretching those weak 
little wings. Guidance may be needed when they actually 
begin to draw their pictures for it has to be decided if 
the scene is in the chicken-house or a barn or perhaps 
out-of-doors in the bright sun with gay flowers and tall 
trees in view. The teacher at this point may remind the 
class that it is the music which should guide their picture. 
As little minds wander, the teacher should walk around the 
class gently praising or helping children express their 
ideas while listening. Some child may become so absorbed 
in drawing the sun or the barn or even one chick that he 
forgets the middle section of the music, the contrasting 
and heavier viola section, which usually calls to mind a 
different activity of the entrance of another creature on 
the scene of this happy cotillion. 
Class discussion and cementing of individual ideas 
before the music is played for the actual art work on 
paper are of primary significance in the child's thinking. 
If he is aware of the contrasting elements in the music 
and what he will create visually to show these musical 
developments, a picture with musical meaning and inter-
pretation will result. Otherwise, one could seat a child 
out in the corridor and ask him to draw a picture of 
chicks that had no musical inspiration. 
Recognizing contrasts and dynamics. Through word 
and story description, as well as art responses, first and 
second graders can show their awareness of contrasts and 
dynamics in music. Contrasts in loud and soft, high and 
low, or fast and slow , for example, may appear in stories 
as different characters, contrasting events, or opposing 
feelings. In pictures and designs, contrasting colors or 
shapes may express this change in mood. Dark colors may 
mean sadness or mystery where pastels would suggest 
frivolity or happiness that were heard in the music. 
Angular, jagged shapes or a monster or grizzly bear might 
appear in the child's imagination when strongly rhythmic, 
dissonant music is experienced . 
In the case of MacDowell's Of a Tailor and a Bear, 
the low, beastly bass tones of the bear and the contrast-
ing gentle whistling music of the tailor as he perches on 
his sewing table with needle and thread hard at work offer 
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such obvious contrasts for child interpretation in contrast-
ing shapes and colors or contrasting bodily movements and 
visual responses. Similarly, word response may be guided 
quite easily if the children are encouraged to discover 
how to talk about the bear in contrast to the tailor. 
Such words as heavy and light music, or high or low, or 
smooth and rough, or even gentle and fierce may evolve 
gradually with repeated hearings. In any case, the 
teacher can aid young children's interpretations by urging 
them to listen for such contrasts as an aid for creating 
their story or art work. 
Dramatizing music. Children in the primary grades 
love to act out their ideas of music with exaggerated move-
ments and costumes. Creating movements to music is similar 
to art and story responses in that the children have to 
listen carefully for musical mood and contrasts in order 
to create appropriate dramatizations. This ability to 
interpret grows with experience. First and second graders 
are less inhibited than children in grades three and four 
in the area of dramatic response. Some children enjoy 
having their classmates "guess" what they are trying to 
create. If the title of the music is given to the children 
in their initial experiences, it might stimulate their 
responses somewhat. 
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Saint-Saens' Carnival of the Animals offers a verit-
able treasury of dramatic potential with its varied parade 
of colorful creatures and animals. Children are intrigued 
with animals in their story books, or those they have seen 
in real life or through the media of television and moving 
pictures. They are quick to use their arms and legs or 
their whole bodies to imitate the antics they imagine in 
such music as "The Royal March of the Lion" or "The Ele-
ph ant" or 11 The Swan 11 from the above -mentioned work. And 
how eager their fellow classmates are to guess what exper-
iences these animals are having as they watch in obvious 
amusement. The child who may have trouble in dramatizing 
may only need a few words of encouragement or a question 
or two that calls his attention to melodic or rhythmic 
devices or instrumentation in the music that may stir his 
creative imagination. 
Another example which may serve to bring great 
satisfaction to first and second graders is a dramatic 
interpretation of the piano piece, Rustle of Spring, by 
Sinding. After hearing the music once or twice, a class 
discussion may result in their thinking of such things as 
the sun, the wind, and the rain. The action these things 
have on flowers and seeds, or grass and trees may be consi-
dered. The presence of delightful birds in the spring will 
certainly be suggested by the children for they sense and 
are aware of the simple but beautiful things that charac-
terize the renaissance of springtime. 
An activity which is appealing to young children 
for bringing their thoughts alive dramatically is the use 
of long, full crepe paper poms in the colors of their 
choice. Usually the sun is represented by yellow and/or 
orange, the grass by green, the rain by silver, and the 
wind by black or grey. Birds and flowers are often mixed 
and varied according to the particular class at the time. 
If children are chosen to represent these things and are 
encouraged to move their colored poms in dance-like 
motion, a story may possibly emerge that suggests a 
child-like type of ballet. 
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Together the class may create a garden scene where, 
with the help of the sun, wind, and rain gently acting 
upon the seeds, beautiful flowers emerge and are greeted 
by the sweet voices of birds. All of this will naturally 
stem, as did the other creative suggestions given in this 
part of the study, from the teacher's correlating the 
musical happenings with the theme under discussion. 
Another type of music dramatization is the acting 
out of singing games according to suggested movements. 
This does not provide for as much creative thinking and 
originality but it is an enjoyable activity in its more 
formalized way. There are many albums of singing games 
available with detailed suggestions as to exact movements 
and ideas that may be used with children. 
Feeling Rhy thm 
The second broad area of musical learning to be 
gained from listening experience is that of feeling 
rhythm. Recognition of the character of specific rhythms 
in certain types of music is also desirable. 
Feeling the basic beat. Children can be guided in 
becoming aware of the basic beats in music selections. 
Arm motions and finger-tapping can be expected of first 
graders as they respond to the basic beat of music in 
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beats of two, three, and four. By late second grade, the 
basic beats can be counted aloud as they respond with their 
bodies or through rhythm instruments. Such music as 
Tchaikovsky 1 s "March 11 from The Nutcracker Suite, a Schubert 
Waltz, and the Shostakovitch "Pizzicato Polka " from his 
First Ballet Suite have obvious rhythms of four, three, 
and two beats, respectively. 
Sometimes the use of rhythm instruments in late 
second grade to show response to accented as well as 
underlying beats is effective. Children might choose a 
drum for the heavier, accented beats and the sticks for 
the weaker beats. Interesting instrumental combinations 
will occur if children's initiative is encouraged. 
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Feeling contrasts in rhythm. A natural outgrowth of 
sensing the basic and accented beats in rhythm is the aware-
ness of fast and slow tempi, even and uneven notes, and long 
and short tones. Acting out rhythms, or more specifically, 
the quarter, eighth, and other note values that he exper-
iences in his listening as well as his singing experiences 
will give the child in grades one and two a concrete con-
cept of rhythmic movement. Many music text-books include 
songs which inspire children to step or run to the note 
values with helpful pictures and diagrams. Telling a 
child that a tone or a note will get three beats is a 
vague explanation to him unless he can feel the motion 
and duration of three beats in his mind and body during 
these early years. Stepping, skipping , and running to 
note values as they are heard from a recording or children's 
singing will provide a valuable background for later under-
standing of musical notation. Bodily response is the key-
note to all initial rhythmic understanding. 
Instrumental responses. Through the use of rhythm 
instruments to accompany music, basic rhythms can be 
expressed in a personal way. But a further activity 
would be that of the rhythm band in creative group 
activity. Children and teacher can decide together 
which instruments should play the fast or the slow sections 
of the music, or the heavy and the light sections. The 
instruments can also be used to feel duration patterns 
when playing in group activity. If allowed to create 
their own rhythmic patterns to the recordings, children 
will almost unconsciously respond to different patterns 
that are going on simultaneously with the basic beat. 
Bodily responses. Young children in the six- and 
seven-year-old age group enjoy expressing the wonders of 
music with their bodies. Some can devote themselves to 
this quite naturally and are not the least bit inhibited 
while others need gentle coaxing and encouragement to 
awaken their natural impulses. First experiences might 
include small groups or, on rare occasions, the whole 
class galloping to music or skipping, walking, or gliding 
to music that lends itself in this manner. Such music 
that could be used are the selections in the RCA Victor 
Rhythms I Album in the Basic Record Library entitled 
"Galloping Horses, Running Horses, and High-Stepping 
Horses". If the teacher first picks up the natural 
rhythm of the child on the drum or the piano and then 
helps him on to feeling new and different rhythms, the 
concept of rhythm will be understood by some children 
more quickly. Playing appropriate elephant music or 
tiger music or even a piece suggesting tiny birds and 
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encouraging a child to move like that animal does in the 
music will stimulate creative bodily response. 
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Recognition of~ecial rhythmic music. It is reason-
able to assume that a primary school child may learn to 
recognize such forms as the march, the waltz, the lullaby, 
and the hymn, not only by their moods, but by their obvious 
and typical rhythm. If he is given enough experience in 
responding to the basic beat of marches through rhythmic 
and bodily response, he should be able to feel the differ-
ence between a march and a waltz that has an obvious beat 
of three, with a strong accent on one. The slow, even 
rhythm of a hymn with its more serious mood would be a 
contrast for either of the above two musical types. The 
smooth swinging quality of the lullaby rhythm, along with 
its soothing melody and restful mood, are characteristics 
that can be learned in the early years. 
Remembering and Following Melody 
Third on the list of musical learnings that the 
first and second graders can be expected to glean from 
their school listening experiences is the ability to remem-
ber and follow melody. This begins embryonically with 
short, simple melody and tonal patterns and leads to 
awareness of phrases and whole songs or melody lines. 
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Awareness of the general shape of melody. With help 
from the teacher, children can build an aural and visual 
perception of up and down and high and low in the music being 
heard. Having children use their hands to describe this 
motion in the air and calling attention to which sounds are 
from high and low instruments can strengthen such a concept. 
A correlation to singing may result if this is compared to 
the musical scale--tones that are close together and tones 
that are far apart. Building again on their singing exper-
ience, the teacher can turn the class discussion toward 
listening for repeated tones in the music. Through the 
use of charts or the chalkboard, tonal patterns can be 
taken from the music and presented visually, particularly 
to second graders. By singing them as they see them and 
listening for the patterns in the music, more specific 
awareness of tonal direction may be fostered. Playing 
familiar tonal patterns on melody instruments is another 
activity to increase a sense of tonal imagery. 
Awareness of repeated and contrasting melody. One 
listening activity which second graders can begin is the 
identification of repeated and contrasting melody. By a 
show of hands, the teacher can tell when the children hear 
a melody coming back again, or a new one beginning. Later 
in grades three and four, they will perceive slight changes 
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in similar melodies that make them differ in some way. In 
the upper grades, the visual presentation of melody and 
the singing of themes will be further aids for the child's 
ear. Cultivating melodic recognition is of primary impor-
tance for probably most children and adults find great 
enjoyment in melody as a direct gateway to understanding 
of music. 
The Beginning Awareness of Harmony 
Along with interpreting mood, feeling rhythm, and 
remembering melody, the first and second grader can even 
make some beginnings toward an awareness of harmony in 
music. Of course, the young child cannot study and 
analyze harmony but he can notice the obvious contrast 
of the tonic and dominant chords that appear in all of 
his music and songs. Just as he raises his hand to show 
the repetition of a melody, so he can demonstrate the two 
chord differences. If the teacher uses the autoharp in 
class singing, he can put his hand up to indicate he hears 
the change as the teacher plays. 
The contrast of consonance and dissonance in music 
can sometimes be brought to the child's attention as the 
composer's way of describing tension, ugliness, or sorrow 
as contrasted with happiness, beauty, and rest. The six-
and seven-year-old cannot use the terms of consonance or 
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dissonance, or such advanced words as tension, but he feels 
a blending sound or a harsh sound that pulls at his ears. 
Sometimes he will show this in either a pleasant or an 
unpleasant facial expression. Thus, although the study 
of difference in harmony begins in the intermediate grades, 
the primary children can experience and enjoy harmony with-
out formal analysis. 
Experiencing Instrumental Tone Colors 
A very informal introduction to the standard musical 
instruments can be induced in the first and second grades 
of the elementary school. The average home today has at 
least one, if not all, of the following three media for 
musical communication: the radio, the record player, and 
the television. Often the young child has heard some 
musical instruments in his home even before his schooling. 
So it is a natural phase of study, then, in his introductory 
musical learnings. 
Making friends with the instruments. It is too early 
to begin the study of instruments as a part of the orchestra. 
However, instruments can be enjoyed for themselves. The 
violin may be emphasized from the string family with accom-
panying pictures, actual live performance , and musical 
pieces which feature the violin as a solo instrument. The 
flute and clarinet may be presented in similar manner. 
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Even the trumpet holds much fascination for the young child 
who loves to march to music. Such examples as the bass and 
snare drum, the triangle , the cymbals, the xylophone, and 
the piano are a natural outgrowth of the experiences he has 
in rhythm instruments and class singing with instrumental 
accompaniment. 
Some school systems encourage youth concerts which 
naturally feature instruments of the orchestra, chamber 
groups, and ancient instruments . It is fair to assume, 
then, that young children have some background in exper-
ience with instruments either from the home or the school 
so an introduction to them is natural. 
Becoming Aware of Form 
The sixth musical learning that may be emphasized 
for the six- and seven-year-olds is a beginning awareness 
of musical form. The young child may be guided in choosing 
contrasting motions and rhythm instruments to show contrast-
ing phrases and sections in music. Through this bodily 
response and creative use of rhythm instruments, children 
indicate recognition of simple two- and three-part form 
in music. 
Responses through dramatization also can be encour-
aged. If the music suggests, for example, a story with 
giants and fairies, some of the class may divide into 
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such groups that represent the characters mentioned and 
respond to the music when their character appears. Giants 
dance or act when the giant music sounds and fairies enter 
for the fairy music sections. 
Story and art responses to such music as MacDowell's 
Br'er Rabbit can be guided to illustrate the entrance of the 
rabbit or his mischievous friends that are represented by 
specific themes or sections that contrast in the music. 
Without formal analysis, then, young children indicate 
their awareness of two- and three-part form. 
Meeting Specific Composers and Their Music 
There are many times when a teacher will not mention 
the title or the composer of a specific music selection 
because it would detract from the responses desired in 
mood interpretation or some other phase of study at the 
moment. However, in late second grade, in some instances, 
a composer may be related to children's experiences in a 
delightful way. For example, young children are intro-
duced to George Washington in school and are amused at 
the manner of dress in the eighteenth century. An intro-
duction to Haydn or Mozart through this correlation would 
have meaning to them. However, for the most part, their 
concepts of time and distance are not developed and 
serious study of composers would be meaningless. {See 
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page 58.) Both Haydn and Schumann wrote some very appeal-
ing music for young children. 
Listening for Enjoyment 
The eighth and final phase of emphasis in the school 
listening program, important in all grades, is listening 
for enjoyment. There should be ample time for repeated 
hearings of the music that has been presented to the 
children along with related and contrasting selections by 
the same or different composers. Children even enjoy lis-
tening to music as background for their other work or 
during a rest period. Requesting favorites is an activity 
that brings satisfaction and release of tension. How 
wonderful it is to have a child sincerely want to hear 
beautiful music that the class has studied or heard 
before. Then, the teacher knows music has become a part 
of the child's thinking and has aroused within him the 
beginnings of an appreciation of beauty which will grow 
as he matures. There should be many times when children 
do not have to listen for one aspect of the music but may 
just "lose themselves" in beautiful sounds. The teacher 
who has patiently guided children in new musical horizons 
will find children growing in their personal enjoyment 
when they ask to hear music again and again. 
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III . SELECTED LISTENING EXPERIENCES 
The following suggestions, as representative material, 
contain ideas for teacher and pupil enrichment and growth as 
background for listening experiences that encourage musical 
growth. Of course, little, if any, information on the com-
posers would be given to the children in grades one and two, 
but it is included as enrichment for the teacher as a back-
ground for her presentation to the class. In addition, some 
of these selections may be presented to older children with 
increased challenge placed upon the listener. It is not 
advised that all the suggestions presented here ever be 
used in any one listening lesson as the child's concentra-
tion span is too short. He could not possibly perceive 
all of these phases of listening at once. 
Selections included as picture music are "The Little 
White Donkey" by !bert from his piano suite, Histories, and 
nThe Ballet of the Unhatched Chicks" from Mussorgsky's 
Pictures at an Exhibition. The music which is categorized 
as design examples are Rubenstein's Melody in F and the 
Badinage by Herbert. 
Picture Music 
!bert "The Little White Donkey'' 
Musical Sound Books MSB78310B (piano) 
RCA Victor Adventures in Music LES 1001 
(orchestra) 
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The music itself. "The Little White Donkey" is one 
of ten musical sketches from Ibert's Histoires No. 2. It 
was originally written for piano and later arranged for 
orchestra. Among the other sketches are "Giddy Girl," 
"In the Sad House," "The Deserted Palace," "A Walk in the 
Rain," and "The Old Beggar" . (55: 50) 
The composer. Jacques Ibert was born in France in 
1890. His father was a Parisian businessman. Jacques had 
to study the piano secretly for his father wanted to make 
a businessman of him. When he heard his son play one day, 
the father realized how much music meant to Jacques and 
from then on aided his study. 
Ibert once turned to acting as his second ambition 
but returned to his first love, music, and went on to 
study at the great Paris Conservatory of Music. Most of 
Ibert's music was written for the theatre and the movies. 
(54: 51) 
Guiding children's responses. Following are five 
areas of music learning and music activity that may be 
presented to the young listener as he hears "The Little 
White Donkey" for enriched listening and greater enjoyment. 
1. Interpreting mood. This delightful piece with 
its gay melody and lively rhythm may suggest many creatures 
to the first and second grader. It might be suggested that 
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he imagine a story and create a title for his "creature " 
that he hears cavorting about in the music. Sharing these 
ideas and stories together in class discussion will stimu-
late creative thought upon repeated hearings of the music. 
If the teacher wishes to give the title to the 
class, a discussion of donkeys and appropriate music for 
donkeys may develop. Children will have specific thoughts 
as to what kind of rhythm and melody belongs with such an 
unpredictable animal whose stubborn nature is always a 
source of humor. 
Delightful pictures and stories can be created 
after a few hearings and class discussion have aroused 
some imaginative thinking. Perhaps the music suggests 
the donkey getting into mischief or giving someone a ride. 
He might even be out in a field with other animals , sur-
rounded by lovely, growing things. Actually, there will 
be as many ideas as there are children in the room. 
Dramatization of the music is also suggested for 
children love to pretend they are animals. If they have 
drawn pictures or written stories, too, these activities 
may come to life in creative movements. A simple costume 
may add to the excitement of the gay donkey's adventures. 
2 . Feeling rhythm. Some of the activities children 
may engage in to build rhythmic awareness include clapping 
the basic 1-2 pulse of the music. Tambourines might be 
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used for this basic beat. Stepping or tapping the sixteenth 
note division of the beat or playing it with ~icks as the 
tambourine beats the basic pulse will stimulate aural 
response to the rhythmic patterns present in the music. 
However, this is too demanding for the muscular develop-
ment of the six- and seven-year-old and should be saved 
for later grade levels. 
It will aid children's listening ability to become 
aware of the ritards or pauses within the music. Perhaps 
this feature will come into their creative stories if the 
donkey slows down whatever he is doing or stops t o rest. 
The same feature would be a part of their dramatizations. 
Such attractive music will lend itself to using 
rhythm instruments for appropriate accompaniment. The 
children may be encouraged to choose the correct instru-
ments to increase their sensitivity to good musical sound. 
With a little guidance , the results may be sticks, bells, 
and a woodblock or tambourine. 
3. Remembering and following melody. The children 
in grades one and two will enjoy trying to sing the donkey 
tune with teacher's help and frequent playing of the 
melody beforehand. Hand direction in the air will help 
the general direction of the melody to be sung on a 
neutral syllable, such as "loo 11 • 
Ibert "The Little White Donkey" 
(55:49-50) 
In this way, the children will find it easier to 
identify the melody as it appears twice in the music 
itself. The jaunty, happy character of the melody will 
remain in their thinking for creative interpretation in 
other activities already suggested. 
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Singing and clapping the trotting theme and rhythm 
will increase their sensitivity to the underlying quick 
rhythm of the animal's .. lllovement. This will also help in 
their stepping and clapping activities previously suggested. 
19~tw J l J ~ £ l J l ~ 
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An amusing part of the music children will enjoy is 
disc?vering the "hee-haws 11 and the sudden ending that seem-
ingly suggests the donkey's kick. 
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(55:49-50) 
Children should not be expected to try and sing all 
of these but to hear teacher play them on the piano and to 
await them in the music will bring a few smiles and giggles 
out of the most serious child. 
4. Becoming aware of harmony. Ibert's appropriate 
use. of dissonance in the ''hee -haws" for such an unpleasant 
comical sound is an effective example of how harmony can 
be pr~sented to the very young child. The clash is so 
obvious that he will immediately understand. 
5. Experiencing instrumental tone colors. As the 
composer's first love was the piano, it was only natural 
that some of his music would be written for that instru-
•' 
ment. It might be fun, in third and fourth grades, to 
present a piano and an orchestral recording to the children 
for comparison. In the orchestral version, the oboe has 
the melody first and the violins second. The low strings 
have the trotting theme. Those amusing 11 hee-haws" are 
played by the woodwinds and strings. 
In grades three and four, the children may be able 
, to discern those subtleties if the t acber has prepared 
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them with tonal and rhythmic presentations as suggested 
here and has shown pictures of the specific instruments 
used in the orchestration. By a show of hands, it can be 
ascertained if they recognize the entrances of the specific 
instruments. 
Mussorgsky "Ballet of the Unhatched Chicks" from 
Pictures at an Exhibition 
London CM 9246 or RCA Victor Album 
LES 1000 Adventures in Music I 
The music itself. A suite of ten tone pictures by 
Mussorgsky was called Pictures at an Exhibition, inspired 
by a memorial art exhibition of the works of Victor Hart-
mann shown in 1874. The tonal pictures are connected by a 
walking theme called "Promenade 11 which appears in variation 
throughout the work. Later, grades five and six can hear 
this entire suite and recognize the variation principle 
applied here. However, many of the pictures are appropri-
ate for the very young. 
This particular picture of the "Unhatched Chicks " 
had been painted by Hartmann for the stage scene of the 
French ballet, "Trilby 11 • Mussorgsky has skillfully 
employed the woodwinds to suggest the fluttering, almost 
frenzied dance of the babies as they burst forth from 
their shells. Realistic rhythmic effects suggest the 
entrance of a visitor, perhaps the mother hen or father 
rooster, or even the good farmer collecting eggs. The 
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preceding promenade theme in slow minor tonality may be 
interpreted by the children as early morning with its slow 
awakening on the farm. Class discussion may be such that 
someone suggests the idea of a fox coming upon the chicks 
but the recurrence of the chick's dance melody discourages 
that idea. 
Originally, Mussorgsky wrote these as piano pieces, 
but they were orchestrated by Ravel after the composer's 
death upon the commission of Serge Koussevitzky for a 
Paris performance in 1923. Dr. Koussevitzky conducted 
the Boston Symphony for the first American performance 
in 1926. 
The composer. Modeste Mussorgsky was born in Karevo 
in 1839 and died in St. Petersburg in 1881. He spent a 
charming childhood in the countryside about two hundred 
miles south of St. Petersburg midst a peasant village. 
His parents were small landowners and the father was 
educated. Modeste's mother was the pianist in the family 
from whom he received his first lessons. In addition to 
one brother, Modeste's family group included a nurse who 
told the children many a Russian fairy-tale. Some of 
these have appeared in Mussorgsky's music. He is consi-
dered the greatest of the "Five" Russian composers who 
furthered Russian nationalist music. 
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Mussorgsky studied piano even when he was in mili-
tary school. At the age of twenty, he devoted himself 
entirely to music. Having had no training i n composition, 
he needed the aid of Rimsky-Korsakov who orchestrated many 
of his works. This was a period of rebellion against 
social and artistic conventions and Mussorgsky felt little 
need of formal composition technique. His obsession was 
to create realistic music that would express the life of 
Russian people. Quite often he used dissonance for this 
realistic effect for he felt that the ugliness of life 
must be expressed as well as the beautiful. 
Mussorgsky's music for children reflects his ability 
to re-enter the child-world , for he does not write of it as 
an adult looking on. His major musical contributions are 
in the media of opera, vocal works, orchestral music, and 
piano music. (2:170-172 and 183) 
Guiding children's responses. The joy of exper-
iencing this music may be increased through the use of the 
following suggested activities that heighten children's 
sensitivities for music listening. 
1. Interpreting mood. Through a spirited class 
discussion, the children may discover what creatures could 
possibly be moving in the music, making such a clatter. 
The teacher may wish to call to the i r attention the very 
high, light sounds as being suggestive of a dance. The 
quick, delicate rhythm may be discovered to suggest small 
creatures if the teacher asks the children to listen for 
these leading hints in the music. The last "give-away " 
sound of chirps and peeps are surely to elicit such 
responses as birds or chickens from the class. 
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The awkward, slow entrance of the viola theme could 
suggest another creature's presence. The teacher's query 
may bring answers like the mother hen, father rooster, the 
farmer, another barnyard animal, etc . If the teacher asks 
why this couldn't be the chick's music, the children will 
notice that it is heavier and slower and more appropriate 
for a larger creature. 
Art and story responses, as well as dramatizations, 
may be motivated after such an analytical discussion. The 
teacher's job is to continually refer back to the music as 
a guiding force in the interpretation. Proper questioning 
and challenging will lead the children to discover the 
elements in the music that make them feel as they do 
about it. In this way, children's awareness of contrasts 
will grow. 
2. Feeling rhythm. This rapid music will appeal 
to young children and their love of movement. They will 
eagerly respond to the rhythm by tapping the basic two-
pulse and then the faster division of the beat that 
pictures the baby chicks dancing. Second grade children 
may see the running note or eighth note in correlation 
with their growing concepts of duration patterns and 
notation. As this theme is fast and even, the teacher 
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can play it on the piano as the children respond rhythmic-
ally with their bands or rhythm instruments. 
3. Remembering and following melody. These themes 
do not lend themselves to singing by the children because 
of their high pitch, dissonance, and rapidity. They may 
enjoy singing the promenade theme as it enters slowly and 
sad·ly. A neutral syllable of nloo" is suggested. 
The dance theme, itself, appears twice in the music. 
It almost seems to weave itself around the secondary theme 
that suggests the visitor. 
\\ ~ b~ .. ~::t ~ ~1: ~ ~~ ~ • 
"" 
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(2:183-184) 
124 
The secondary theme of the visitor . 
15\~ r r Ft-= 1 
• . ~ ~ . 
There are abundant chirps and peeps throughout the 
music which delight your ears. Most prominent are the two 
that introduce the work just after the promenade theme has 
ended. At the end, the flutes again resume a long "peep" 
and close with three short chirps as follows: 
{2:183-184) 
4. Experiencing inst~umental tone colors. The high 
shrill dance theme is played by woodwinds and pizzicato 
strings. It is so realistic that young children may wonder 
how instruments could sound so like chickens. They will 
enjoy seeing pictures and touching such instruments. 
Pizzicato may be explained more easily by emphasizing 
the viola theme which moves more slowly. The plucking 
of strings is more evident there. The special effects 
Mussorgsky obtained with cymbals and shakers within the 
dance are things closely related to the children's class 
Ill 
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experiences with rhythm instruments. The sudden swishing 
and crackling sound of the broken egg shells can be imi-
tated by them on similar class instruments keeping in time 
with the music. 
5. Becoming aware of form. The form of "The Ballet " 
is A-B-A, that is, a section that is stated twice with an 
intervening middle section of different melody and character. 
The children will quickly raise their hands to show that 
they can hear the middle section with the slower viola 
melody entwined with the noisy, fluttering woodwinds. 
Their art responses should show the presence of this dif-
ferent character and, likewise, in their dramati~ations, 
it must be present. 
Design Music 
Rubenstein Melody in F 
RCA Victor Basic Record Library 
Listening Album Vol. II E-78 
The music itself. This haunting melody was among 
Rubenstein 1 s most memorable musical contributions. Most 
of his music has been forgotten but the lovely melody for 
strings remains for our enjoyment. 
The composer. Born in Russia in 1829, Anton 
Rubenstein was a pianist and composer who began concertiz-
ing at the age of ten. He toured Europe and America, as 
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well as his native country. Rubenstein became the court 
pianist in St. Petersburg in 1858 and was appointed as 
concert director. He founded the St. Petersburg Conserva-
tory in 1862 , where he served as director for five years. 
Finally, Rubenstein was ennobled by the Emperor of Russia. 
He died in 1894, leaving his songs as our musical heri-
tage. One of his best piano works was "Kammenoi Ostrow " . 
(54:1591) 
Guiding children's responses. Areas of explora-
tion that may provide a listening adventure for children 
through guided responses follows here. 
1. Interpreting mood. Encourage word description 
of this calm, soothing mood. Children will sometimes need 
help in describing their feelings and a slight word or 
drawing out from the teacher will clarify and encourage 
their sharing of feelings. This music may be contrasted 
with music of opposite character, like Herbert's Badinage, 
to elicit word responses of contrast. 
2. Feeling rhythm. By swinging the slow and steady 
beat of two in the air with their arms. children can begin 
to feel the pulse of the music. The divided beat might be 
approached with the words "slow, quick , quick, " as they 
sing through the melody with the teacher. 
3. Remembering and following melody. First graders 
will benefit from singing the melody on a neutral syllable 
and creating line notation at the chalkboard. They can 
show with chalk how the melody goes higher or lower and 
draw simple horizontal lines for the class, moving the 
chalk to the right across the board. However, second 
graders will be able to see and gradually sing the 
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melodf with the syllables introduced through rote teaching. 
(8:390) 
The chromatic tones are to be explained simply as 
tones halfway between scale tones. In this way, the melody 
can easily be followed as it appears in the music four 
times. Sometimes chilQren enjoy havi~g the teacher sing 
the first half of the phrase and they will complete it 
by watching the melody chart as they sing. If numbers 
are used along with the syllables, some children may be 
able to play the tune on the melody bells. 
4. Experiencing instrumental tone colors. Here is 
an example of a cello solo playing both high and low tones. 
The strings are used as an accompaniment. Children can 
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identify the cello as the string instrument held between 
the knees and played with a bow. In grade two, if pictures 
are used, they can differentiate between the violin, the 
viola, and the string bass. This could lead to an urge to 
hear the other strings in solo performance. 
5. Becoming aware of form. Phrase awareness can be 
nurtured through the singing of the theme as the children 
describe arm arches in the air. When they have reached the 
high "do," the arms should be at their highest point, coming 
down to rest from then on. It is fun to encourage group 
work for each of the four phrases with a theme, such as 
"Our Flower Garden." The children can form four groups, 
each opening a flower bud to its full blossom by the end 
of the phrase. After the fourth group has finished, one 
is surrounded by a whole flower garden in bloom. How 
effective this would be in a short school play with each 
group dressed in contrasting vivid colors. 
Herbert Badinage (Playfulness) 
RCA Victor Basic Record Library 
Listening Album I E-77 
The composer. Victor Herbert was born in Dublin in 
1859 and died in America in 1924. His artistic grandfather 
brought him up from the age of three when his own father 
died. His mother taught him piano but he longed to study 
the cello. After studying flute and piccolo in Germany, 
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where he lived when his mother remarried, he turned to the 
cello. Victor Herbert became one of Eprope's greatest 
cello artists. He married an opera singer whom he brought 
to America. They became artists in the Metropolitan Opera 
Company. It was then that he began to compose operettas 
and orchestral music. Some of Herbert's songs that will 
delight children are from his operetta, Babes in Toyland. 
They include 11 I Can't Do That Sum, " "Toyland, " and "Never 
Mind, Bo Peep, We Will Find Your Sheep. 11 (54:784) 
Guiding children's responses. The areas of learn-
ing included here are suggested to encourage child response 
in contrast with the preceding selection of Rubenstein's 
Melody in F. 
1. Interpreting mood. Word descriptions can be 
encouraged to describe this mood of playfulness and spirit 
that is sometimes unexpected in contrast to the soothing, 
calm mood of the Melody. The quick beginning of the phrase 
is contrasted with a slow ending. If the children engage 
in creative movements, they should show this contrast 
within the phrase by quick, light motions that precede a 
slow glide or turn. If they play and plan together 
according to what they hear in the music, these differ-
ences can be emphasized. Little creative stories should 
also show this contrast. 
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Attention can be drawn to dynamics by the teacher 
asking if the music is loud or soft, or a mixture of both. 
It will be decided that there are three soft phrases and 
one loud one at the end. 
2. Feeling rhythm. By guiding the children in 
tapping the fast and slow sections of the phrases, they 
will readily feel the difference in rhythm. Additional 
emphasis may be placed on this by pointing out the use 
of long and short tones for thi s idea. If the teacher 
can encourage the class to determine these findings with 
pertinent questioning, it will induce more thoughtful 
listening with concentration. 
3. Experiencing instrumental tone colors. The 
contrast within the phrase is further delineated by the 
use of two different musical i nstruments. The violins 
play the first half pizzicato and the flute plays the 
calm second half of the melodic phrase. First and second 
graders will be able to identify these two instruments, 
and with a little guidance, the second graders may name 
the family in which they belong. This treatment of 
instruments makes a good comparison with that of Melody 
in F which used the cello throughout the musical phrase. 
4 . Becoming aware of form. Phrase awareness will 
be guided through the bodily movement already suggested. 
By the class discussion and listening, the children can 
discover four phrases of fast and slow within the short 
piece. They can show this contrast in the type of move-
ments they create. 
Summary of Expected Outcomes 
Musical learnings for early childhood. It should 
again be emphasized that only sample experiences were 
included in this chapter for grades one and two. How-
ever, from these and many more such experiences and 
activities in music listening, a significant number of 
children can glean both general and specific learnings 
as a ·basis for further experience and development . 
1. Mood. With a great deal of teacher help and 
gentle suggestion, first and second grade children can 
learn to express their feelings of varying moods through 
picture words, simple stories, bodily movement, pictures, 
and dramatizations. Both individually and in group 
activity, elements of contrast and repetition can be 
demonstrated through personification of characters or 
things that symbolize musical development. 
2. Rhythm. The young child can learn to respond 
with his body and through the creative use of rhythm 
instruments to the basic beats in rhythms of two, three, 
and four. Similarly, he may show his feelings of con-
trasts, such as long and short notes. By the end of 
~1 
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grade two, the majority of children should be able to 
recognize some specific rhythmic forms, such as the march, 
the waltz, and the lullaby. 
3. Melody. The general shape of melody is a learn-
ing within the scope of the young child when he learns to 
indicate his awareness of high and low, up and down, and 
tones that step or skip as they move. In addition, he can 
show response to repeating and contrasting sections of 
melody through bodily response. Skill in singing very 
familiar tonal patterns that he hears in the music shows 
increased grasp of melody. 
4. Harmony. Very little emphasis should be placed 
on harmonic analysis in grades one and two. However, in 
addition to enjoying beautiful and varied harmonies that 
the skillful teacher would present subtly, a child can 
discern the basic differences in hearing the tonic and 
dominant chords that accompany his class singing by a 
show of hands, as the teacher plays. A very simple 
introduction to consonance and dissonance might be worth-
while if the child is aware of harsh and pleasant sounds 
in his musical "stories." For example, a composer's use 
of harsh sounds to suggest an unpleasant happening or 
ugly creature. 
5. Instruments. Young children may be introduced 
to musical instruments that are appealing to them, such 
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as the violin, clarinet, and flute, as well as the trumpet, 
piano, and drums. Additional instruments that stem from 
class experience are the triangle, cymbals, and xylophone. 
No formal study of instrumental ensembles is advised. 
6. Form. Through the activities of dramatization, 
bodily response and playing rhythm instruments, the first 
and second graders can indicate contrasting and repeating 
phrases and sections in their music as a simple indication 
of their awareness of some structural organization to 
their music . 
7. Composers. Very little attention should be 
paid to specific composers in grades one and two as the 
child's concept of time and distance is undeveloped. 
However, such composers as Haydn and Schumann, whose 
children's music is immediately appealing, may be intro-
duced very simply through a correlation with the child's 
experience. 
8. Enjoyment. Above all, the listening exper-
iences for the young child should be so designed that he 
enjoys his musical experiences and looks forward to 
repeated hearings and new adventures in listening. 
Desirable attitudes for music in early childhood . 
If the activities in music listening for grades one -and 
two have been well-guided, children can be expected to 
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realize the enjoyment and pleasure beautiful music brings. 
There should be a natural interest developed in wanting to 
hear varied kinds of music after these initial experiences 
in guided listening. 
Another desirable attitude expected of children is 
the willingness to think creatively and respond in bodily 
movement, rhythmic play, and story, word, and art responses. 
If they have been encouraged and guided in these areas, 
there will be an urge to continue in this creativity. 
A third desirable attitude that can be expected is 
the desire on the child's part to have music of worth in 
his life always. Once he has been shown some of the more 
subtle aspects of music listening, he will naturally 
expect and choose music that holds such interests for 
him in later years. 
Necessity for further listening experiences. These 
initial experiences open the world of music to the child 
in all its vastness and wonder, its mystery and its com-
plexity of sound and form. It is quite clear that listen-
ing in grades one and two should result in many broad 
general learnings and a number of specific musical learn-
ings as a background for increased understanding in grades 
three through six. 
CHAPTER VI 
LISTENING EXPERIENCES FOR MIDDLE CHILDHOOD 
I. PLANNING THE LISTENING EXPERIENCES 
FOR GRADES THREE AND FOUR 
The guided listening program for grades three and 
four may serve to alert children's ears to discovering 
gradually what is worth remembering and treasuring in 
the world of music. As the teacher invites personal 
responses to more difficult music than they have exper-
ienced in grades one and two, these children will be 
"aroused to explore new musical frontiers. '' (55: 5) 
Extending and Refining Listening Experiences 
An atmosphere that encourages personal reactions 
and increased enjoyment in the art of music is desirable 
in a valid listening program for the eight- and nine-year-
old children. Due to an increased attention span, music 
activity may last for longer periods of time. A listening 
lesson, for example, would hold the attention of the 
majority for some twenty minutes. (See pp. 60-65.) 
Continued acquaintance with suitable music for 
children is appropriate for third and fourth graders in 
these suggested areas. First among seven broad categories 
is folk music. Horizons have broadened for these children 
beyond the immediate concern with themselves, their home, 
family, and their school. They find it quite exciting to 
discover new cultures and foreign lands through the 
language of music. Picture and story music still holds 
great appeal for these children whose lively imaginations 
delight in make-believe and ideas that have more realistic 
than abstract nature. Varied responses may be induced to 
picture and story music in third and fourth grades as the 
children have acquired more skill in verbal and art areas. 
A third area of exploration is that of design music 
which does not necessarily conform to one specific picture, 
although it may serve to stimulate numerous pictorial ideas 
in the imaginations of your listeners. The more mature 
eight- and nine-year-old children will enjoy increasing 
their repertoire of beautiful design music and approach-
ing it on a slightly more analytical basis than they did 
in grades one and two. (See page 61.) 
Music of nature and music of make-believe are the 
fourth and fifth areas of suggested emphasis. Validity 
lies in the fact that such subject matter still caters 
to child interests during these years. Fascination with 
the natural wonders of our world and the miracles of the 
imaginary make-believe world hold immediate appeal. 
Time and distance concepts of the third and fourth 
graders are extended. Therefore, they can understand 
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something of people from the past and people of other lands. 
A sixth possible area of concentration is an introduction 
to great composers of music. Child prodigies, such as 
Mozart who lived in an age of great elegance, fascinate 
young children with customs of living so different from 
theirs. (See page 64.) 
The world of musical instruments is the seventh 
area of emphasis that delights young children who, at this 
age, are becoming aware of the concert world and great 
artists. A continued interest in the more familiar class-
room instruments which they, themselves, can play is 
appropriate. However, the teacher may wish to introduce 
some instrumental ensembles and relate the instruments 
to families within the orchestra. Serious study of the 
orchestra and band would be grasped better in later 
years. 
Encouraging Responses According to Maturation Levels 
Growth in physical, mental, and emotional areas 
characterize the response potential of the children in 
third and fourth grades. In other words, more advanced 
work may be expected of them because of their growing 
capabilities. They are ready to delve deeper into music 
to find out what it has to say to them and to discover 
more about how it is said by the composer. 
Muscular development of both the large and small 
muscles indicates greater coordination and freedom of 
movement for bodily response to music. Instrumental 
accompaniments and reproduction of both melodic and 
rhythmic patterns may be more difficult and longer. 
Aural discrimination is keener among third and fourth 
graders who are more sensitive to sound and differences 
in sound. This implies greater recognition of tonal 
movement and varying timbres of musical instruments. 
Increased reasoning and memory ability are evident 
in eight- and nine-year-olds indicating their potential 
to understand explanations of tonality and meter that are 
present in the music they will hear. In addition, they 
are capable of remembering longer musical examples and 
begin to clarify phrases and sections of music as part 
of the component whole. 
The third and fourth graders have a broader range 
of emotional feeling which helps them to understand a 
little more some of the varying moods in music. They 
may begin to be aware of the subtle shades of a mood or 
learn to feel the changing moods within one musical 
composition. 
The third and fourth graders are more aware of the 
group and group activity in music. They enjoy sharing 
and comparing their feelings or moving in groups to 
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music. Dramatization and creative activity are engaged 
in with great relish and group planning. (See page 65.) 
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The need for successful musical experiences among 
third and fourth graders is strong, for at this age, the 
children are easily discouraged and self-critical. The 
intuitive teacher will create situations that induce much 
teacher-pupil planning and invite the creative suggestions 
of individuals and groups. Musical responses and activi-
ties may be a source of keen satisfaction and enjoyment. 
Varied responses will be induced from these 
children if the music they experience is to hold greater 
challenge for them and cater to child interests. Music 
that is representative of both instrumental and vocal 
types, from our culture and that of foreign lands, and 
includes examples from the past and the present will 
appeal to this age level. (See page 64.) 
II. MUSICAL LEARNINGS FROM 
LISTENING EXPERIENCES 
The specific learnings which third and fourth grade 
children may gain from music listening are an expansion of 
the eight areas of growth introduced in the preceding 
chapter. More precise ways of responding to the charac-
teristics of the music show a gradual increase in 
understanding. Specific music is included to aid the 
teacher in encouraging children's heightened sensitivity 
to music. 
Interpreting Mood 
Children in grades three and four have greater 
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skill in expressing their feelings and thoughts. The 
teacher still has to guide and suggest ways of discover-
ing how the music "makes us feel'' but in a way that induces 
more individual thinking and independent decisions. Bodily 
movements requiring greater skill may serve to illustrate 
that which is still beyond verbal grasp of the eight- and 
nine-year-olds. (See page 61.) 
Sharing and comparing feelings. By encouraging 
word, story, and art responses from the ch i ldren, the 
teacher may instill a more refined concept of basic 
moods and how the composer goes about expressing these 
moods. Class discussions are a good source for arousing 
such creative thinking now that the children have a 
larger vocabulary and increased skill in self-expression. 
A selection which might illustrate the value of 
class discussion is Debussy's "The Snow is Dancing " from 
The Children's Corner Suite. If the teacher withholds 
the title from the class and begins with questioning the 
children as to what the musi c makes them think of and 
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why, interesting word descriptions may occur. By encourag-
ing the children to notice various highlights in the music, 
such as the melody, rhyth~and instrumentation, the teacher 
will call to their attention characteristics that will 
guide their conclusions. Sometimes starting with the 
title of music stimulates a revealing discussion from 
children. For instance, the teacher may ask the children 
to tell what kind of music would best describe snow danc-
ing. How the melody should go, or what type of rhythm 
would suit light and illusive snowflakes. Another consi-
deration, of course, would be what kind of instrument 
could best picture the delicacy of snowflakes. 
Such music as Chopin's Butterfly Etude might be a 
springboard to verbal and written stories that are inspired 
by music. Now the children can notice better the contrast-
ing elements in longer musical selections that appear in 
their stories as different characters or events. In 
initial experiences at creative stories, the title may 
guide thinking somewhat although, by giving the title, 
one channels the creative idea in one area. The swift 
scale passages and fleeting quality of this music usually 
suggests to children the darting to and fro of the butter-
fly. By listening closely to changes in dynamics, tempo, 
or melody, as guided by the teacher, the children may set 
their imaginations to work. Sections of the work may 
suggest to the children that the butterfly is engaged in 
some other activity or is joined by other butterflies or 
creatures. The possibilities are as many as there are 
children in the room. 
If the teacher is careful to emphasize how musical 
happenings, like dynamics, types of melody, instruments, 
types of rhythm, etc., influence the way the music makes 
us feel, then children's responses in word, story, or art 
areas will reflect the music itself. 
An awareness of the great range of human feeling 
expressed in varying musical moods may be cultivated in 
young children by presenting similar and contrasting 
compositions. Concepts of fast and slow, as well as 
loud and soft elements in mood, were introduced in grades 
one and two but they need review here. In Grieg's 
Norwegian Dance No. 2, there is an obvious example of a 
slow beginning section, followed by a wild and fast 
middle section. One of the countless ways of contrast-
ing loudness and softness in music is exemplified in 
Khachaturian's Sabre Dance and MacDowell's To a Water 
Lily. Very often a musical selection will contain all 
four of these characteristics but care must be taken to 
allow the children to hear the music repeatedly to deter-
mine the various elements. Confusion and frustration 
results if they are asked to listen for everything at 
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once. Other aspects of mood which may be brought to the 
children's attention in this Khachaturian and MacDowell 
example are the feelings of excited, wild abandon in the 
dance and the wistful, calm, and tender qualities of the 
water lily music. By presenting such contrasts, children, 
often unsure of exactly how to say what they feel, can 
evolve clearer descriptions in group discussions with 
the teacher. 
Discovery of mischief and grotesqueness might be 
realized through the presentation of Grieg's In the Hall 
of the Mountain King. From Saint-Saens' Carnival of the 
Animals, the "Elephant 11 may amusingly demonstrate heavi-
ness and the pondering awkwardness that characteri ze the 
animal. Qualities of mystery and ominous foreboding are 
present in a great deal of music, such as Tchaikovsky's 
The Witch. 
Going on into broader acquaintance with the wide 
range of human feeling as expressed by composers, the 
teacher may wish to contrast sadness and happiness by 
guiding children in response to Gounod's Funeral March 
of a Marionette and the delightful "Mazurka " from the 
Khachaturian Gayne Ballet Suite. 
These and many more moods, such as the pompous 
stateliness of Elgar's Pomp and Circumstance may serve to 
further delineate recognition of subtleties of mood as 
expressed in music of all ages. 
Dramatizing music . Capitalizing on the dramatic 
spontaneity of children at this level, individual and 
group dramatizations of music, both instrumental and 
vocal, may be guided by the teacher. Costumes may or 
may not be used. Third graders delight in offering their 
ideas of such music as Elgar's Moths and Butterflies or 
Grieg's March of the Dwarfs. In some cases, the girls 
enjoy more the experience of dramatizing the Elgar 
selection and the boys the Grieg music. {See page 61.) 
Humperdinck's Hansel and Gretel and MacDowell's 
From Uncle Remus offer challenge in dramatization to the 
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fourth graders but the children in grade three are actually 
less inhibited in such creative responses. The older 
children are more interested in formal dance patterns 
in the area of bodily response, or even in reading about 
Humperdinck or MacDowell. 
Correlation of the related arts. By correlating 
art, poetry, and song to recorded music, the teacher may 
instill greater understanding of music moods in the minds 
of the third and fourth graders. This activity also 
broadens concepts in art areas that have similarities. 
Tipton has said that: "The related arts, literature, 
painting, and music, have certain common characteristics 
which, when observed, often heighten sensitivity and 
increase understanding in the art areas used." (55:11) 
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Such a correlation may occur if t.he teacher intro-
duces t.he poem "Trees" by Joyce Kilmer for class discus-
sion and understanding. T.he mood of t.he poem may be deter-
mined t.hroug.h cooperative effort and then the teacher might 
ask .how the children feel music entitled Trees might sound. 
By hearing the song that uses Kilmer's poem, comparisons 
may be encouraged in the minds of the children and under-
standing of new and deeper dimension. 
A similar example, this time in the area of stories 
and poetry, is the correlation of the Ideals book "The 
Circus" published by the Ideals Company with a song, such 
as "The Funny Clown" in the Ginn book Singing and Rhyming. 
Instrumental music entitled "The Clown" can be found in 
the RCA Victor Listening Album III for additional enrich-
ment. The art illustrations in the Ideals book are very 
appealing which affords an opportunity for the teacher to 
stay in the background. If t.he children can understand 
and interpret without lengthy verbalization, all the 
better. The accompanying stories of circus life and the 
heart-warming poetry of clowns, animals, and gay circus 
music will appeal immediately to young children in vivid 
ways. They can talk about the music or write circus 
stories or even pretend they are various clowns and 
dramatize the instrumental music. 
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Feeling Rhythm 
The second broad area of understanding and growth 
for the third and fourth graders is in the refinement of 
rhythmic sensitivity. A review of the concepts of feeling 
basic beats of two, three, and four is necessary before 
going into more intricate rhythmic patterns. 
Feeling the accented beats. Because of muscular 
growth and better coordination, the eight- and nine-year-
olds can indicate their understanding of both primary and 
secondary beats in the music. By clapping, tapping, or 
responding with pre-chosen rhythm instruments, they can 
reproduce the heavy and light beats in rhythms of two, 
three, four, and six. Music which has obvious basic 
rhythms for illustrating these accents include marches, 
waltzes, lullabys, and dances, such as the minuet or 
the bolero. (See page 65.) 
Feeling contrasts in rhythm. Stepping, skipping, 
and running to various note values may be reviewed in 
early third grade music listening activities. However, 
the third and fourth graders have increased reasoning 
powers which enable them to understand explanations of 
meter and rhythm. Visual notation on charts of the 
rhythmic themes present in the music they hear may 
readily be understood. Responses may indicate this 
understanding through singing or playing such rhythmic 
patterns. The children can handle rhythm instruments, 
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the autoharp, and some are even beginning piano or instru-
mental lessons where a specific knowledge of fundamental 
note values is mandatory. 
Bodily responses. Third and fourth graders are 
ready for more formal bodily movements than they exper-
ienced in grades one and two. Such activities as singing 
games are popular in grade three, but actual folk dances 
captivate these children and those in grade four immedi-
ately. As the children very often study Mexico or 
Switzerland in their social studies, typical folk dances 
from these countries correlate well. This further 
instills basic rhythmic concepts of two, three, and 
four, and usually emphasizes the need for accents in 
music as the dancers stamp or kick in some specific step. 
These children relish formalized and patterned 
activities as they are able to reason things out for 
themselves now. Additional folk dances from our own 
country are also appropriate as children are fascinated 
to learn of customs and entertainment in our country's 
history. Fourth graders are usually introduced to 
history and relish learning the old dances, such as 
the minuet or gavotte. 
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Recognition of special rhythmic music. Continuing 
the emphasis begun in grade two toward recognizing certain 
music types by their rhythms, the teacher may stress the 
march, waltz, lullaby, and the hymn. For example, stres-
sing the kinds of marches, such as those for soldiers, 
funerals, or humorous marches about toys, heightens 
children's sensitivity. Or contrasting dance types, as 
those for listening and those for actual dancing, is 
beneficial. Particular notice may be given to the 
minuet, gavotte, and the bolero. If the child is 
given guided experiences in listening to many examples 
of these musical types and responds to them bodily and 
instrumentally, he will show gradual familiarity with 
them. 
Remembering and Following Melody 
The third area of musical learning appropriate for 
eight- and nine-year-olds is in remembering melody. 
Further skill is now possible in distinguishing tonal 
direction in longer sections and phrases. (See page 60.) 
Growing perceptions of specific shapes of melody. 
Now that the children have basic concepts of high and low, 
or up and down, in music, the possibility of refining those 
concepts is evident. Because of eye and ear development 
and further reasoning powers, the third and fourth grade 
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children are ready to sing tonal patterns taken from their 
music which appear on charts or chalkboards. They can also 
play them, in some instances, on melody bells or piano. 
Their singing program introduces visual notation to them 
and keen attention should be given to ear training in 
scale and intervalic relationships. 
By indicating individually by a show of hands, the 
children demonstrate that they hear a melody or phrase in 
the music as it is played or performed. Group response 
to phrases and sections in the music show continued per-
ception in tonal discrimination. 
Awareness of repeated and contrasting melody. 
Bodily responses are still popular among this age group to 
show recognition of phrase development. A simple waving 
of the arms in the air in a semi-circle to describe the 
fluw oi' melody shows awareness. These children are more 
sensitive to differences in sound which occur in similar 
phrases or contrasting phrases on which the teacher may 
put particular emphasis. By singing the differences and 
similarities, the children can indicate understanding. 
As an example of this, the Melody in F is a case in point. 
The RCA Listening Album I includes only the first phrase 
of this famous melody, repeated four times. It is quite 
an accomplishment for a first grader to acknowledge that 
he does hear this tune four times. Rubenstein's melody, 
however, includes a contrasting phrase which these older 
children could differentiate quite easily both aurally 
and visually. 
Becoming Aware of Harmony 
Somewhat more precise attention may be placed on 
harmony in grades three and four where very little empha-
sis was placed in the earlier grades. Formal analysis or 
serious study is still beyond the comprehension of the 
children although they may be continually more attuned 
to the pleasant, blending sounds that go on under the 
melody. (See page 60.) 
Contrasts of tonic and dominant chords may be 
further explored and, now, third and fourth graders might 
even try to press the autoharp buttons themselves and 
accompany the class singing. By reading chord symbols 
that the teacher has carefully notated for the very 
simplest tonic and dominant accompaniments, the ears of 
both the performer and the listener may be focused on 
the contrast of sounds. 
Another contrast that is in order is the conscious 
placing of major and minor tonalities in music listening 
experiences. Minor melodies that are obviously sad are a 
good contrast for a happy major melody. If the teacher 
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illustrates a I, IV, V, I cadence in both major and minor 
for these young musical ears, the lowered third tone in 
the minor scale will be most evident and easily heard. 
An elementary concept of consonance and dissonance 
and an explanation of these words in grade four may be 
achieved by emphasizing the composer's desire to show a 
special effect. For example, MacDowell used harsh, ugly 
sounds, or dissonance, in his Villain music for the 
characterization of a vicious person. Schubert, like-
wise, did the same in his Bee music to suggest the noisy, 
directionless flight of the buzzing insect. In contrast, 
Haydn's "Andante " from the Surprise Symphony or Boccher-
ini's Minuet contain lovely blending sounds that suggest 
rest and gentle beauty, grace, and elegance from an age 
that accented harmonious living. 
Hearing harmony in vocal and instrumental music. 
The resourceful teacher of eight- and nine-year-old 
children can give an absolute thrill to young ears and 
eager minds by presenting simple two-part harmony in 
vocal and instrumental music for their enjoyment. Toward 
the end of grade four, the children usually begin singing 
rounds and two-part songs that fascinate them. It is 
natural, then, to precede the actual performance with 
recordings of rounds and canons like those they will be 
doing. A simple round, for example, is Oh How Lovely is 
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the Evening or Row, Row Your Boat. An arrangement of a 
favorite song like All Through the Night in two parts or 
something equally beautiful will afford the opportunity 
for the children to develop an aural sense of harmony 
before they enter upon formal analysis. Feeling harmony 
is, in a sense, like feeling rhythm before explanations 
of notation are presented. 
Hearing vocal and instrumental combinations that 
feature obvious contrasts are beneficial for the same 
reasons. For example, a duet with soprano and bass voice 
in harmony would be easier for the children to comprehend 
than two sopranos or two basses. Instrumental duets that 
might be considered are piano and violin or some other 
combinations which are quite different in timbre. Gradu-
ally, trios and quartets might be introduced. 
A treat for the children who are beginning to 
study people of other lands would be the presentation of 
instrumental and vocal harmony from other cultures for 
pure enjoyment without analysis. These children are 
aware of the western scale and are busy learning to sing 
from syllables, letters, or numbers in their singing 
program. Of course, there is a natural curiosity to 
hear scales and harmonies from other lands like China or 
from the desert countries which they study. The Folkways 
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Record Company, among others, offer excellent recordings 
of authentic folk music from many foreign lands. 
Becoming Aware of Instrumental Tone Colors 
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The fifth area of musical learning in which greater 
listening discrimination can be encouraged is that of 
instrumental tone colors. Reviewing the instruments of 
grades one and two which the children enjoyed just for 
themselves is in order. However, the children in grades 
three and four have increased sensitivity to timbre as 
they can discriminate varying sounds more clearly. An 
acquaintance with additional instruments, then, is pos-
sible. The Young People's Record Company and the Golden 
Record Company have very entertaining recordings which 
feature the story of specific musical instruments in a 
way that appeals to young children. 
Building on the knowledge the children already have 
of the basic musical instruments, some additional sugges-
tions might include the cello, harp, oboe, and bassoon. 
The trombone and the French horn, as well as the celeste, 
tympani, and some of the Latin American rhythm instruments, 
are also appropriate. In this way, a slight introduction 
to families of the orchestra may be considered, preferably 
no earlier than middle fourth grade. By simply relating 
the violin that they already know to the cello, harp, 
perhaps even mentioning the bass, recognition of the 
graduated sizes and ranges of the string family will be 
fostered. (See page 63.) 
Becoming Aware of Form 
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The sixth area of musical learning, that of form or 
structure, may be approached with deeper understanding in 
grades three and four, where the children are able to dis-
cern some abstractions. A review of phrases and sections 
in musical pieces by bodily response and hand motions is 
valuable for they are gradually being exposed to longer 
melodic lines and musical selections. Identifying repeat-
ing, similar, and contrasting melodies as recognition of 
formal structure as described in the section on remember-
ing melody in this study will also strengthen concepts 
of form. 
Recognition of simple two- and three-part form is 
now possible, using such symbols as A for the first sec-
tion and the letter B for the contrasting section. If 
there is a return of the beginning music in its entirety, 
letter A will signify the three-part form. Word, story, 
and art responses can show these definite sections in the 
music. For example, in painting designs to Grieg's Nor-
wegian Dance No. 2, children can illustrate three-part 
form by first listening to the music to note if there 
are any repeating melodies. This particular music is in 
A-B-A form and obviously indicates this in tempo as well 
as melody. The opening is very slow, the middle section 
fast, and the ending is a return of the slow section. 
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The children will immediately hear the division of 
three which the teacher might suggest could be illustrated 
by first dividing the drawing paper in three equal sec-
tions. In listening to the music again, the children 
should then determine what colors they would choose to 
express the feeling the music suggests to them in both 
the slow A section and the fast B section. These choices 
are purely individual but, because the middle section is 
explosive and vibrant, the children will probably choose 
strong colors for it and softer shades for the A section. 
If the children are encouraged to listen again for 
a clue as to what shapes they will want to make to suggest 
the feelings this music has aroused in them, some interest-
ing results will occur. Smooth, soft music might be 
illustrated with soft, circular shapes or by a shape in 
rather free form that has no jagged edges. The teacher 
can guide the children with such suggestions without 
designating a specific shape visually for them. They can 
create this in their imaginations. The contrasting mid-
dle section with its jagged rhythms and exciting tempo 
might be expressed in shapes that jut out strongly and 
angularly. 
156 
In such activities as these, the children are indi-
cating recognition of form, mood, melody, and rhythm. In 
addition, they are enjoying it. 
Songs may also serve to illustrate two- and three-
part form in such examples as Li'l Liza Jane and Swing Low 
Sweet Chariot. By seeing the songs visually and singing 
them or listening to them from recordings, the children 
can discern simple form of many of their songs throughout 
grades three and four. By a simple show of hands for 
each section, or by writing the letters A and B on their 
papers above the appropriate measures in the music, the 
formal design will be indicated. 
Children enjoy demonstrating their ability to 
recognize Rondo form through bodily responses. Such 
examples as the Ghys Amaryllis and Beethoven's Rondino 
offer possibilities for the children to organize in 
groups and utilize varying creative motions with arms, 
hands, feet, or their entire bodies to designate the 
return and contrasting sections of A-B-A-C-A, as they 
listen and work together with the teacher. 
Some of the common musical forms that are especially 
suitable for third and fourth grade children include dances 
and marches and a review of the music they experienced in 
these areas during grades one and two. In addition, sec-
tions of music that have a program nature to them, as well 
as sections of ballets, suites, and overtures, are within 
their level of understanding. 
Meeting Specific Composers and Their Music 
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The seventh area of musical exploration for greater 
musical learning in grades three and four deals with guid-
ing children in meeting composers. Their concepts of time 
and distance are extended now and they are somewhat aware 
of foreign lands and past and present civilizations. In 
addition, the study of great people, whether they are com-
posers or statesmen or scientists, serves as inspiration 
for their own lives. (See page 64.) 
The teacher can encourage fourth graders to read 
some of the delightful children's books about great 
musicians. Such examples as the Wheeler and Deucher 
biographies are well-written and illustrated and even 
include musical examples that some youngsters enjoy 
playing on the piano or violin. Making book reports to 
the class with illustrations or musical performances is 
a worthwhile effort that supplements the work of the 
teacher, who presents the actual music for the class 
to hear. 
Two composers that will appeal strongly to eight-
and nine-year-olds are Mozart and Debussy. Mozart's 
singing, happy music and the elegant days in which he 
lived captivate young hearts. They enjoy acting out 
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some of the scenes of his childhood when Mozart, the prodigy, 
toured Europe and played for royalty. What fun it is to 
wear a wig and costume that the teacher has helped them 
make and dance to one of Mozart's charming minuets. 
Perhaps somebody in class can even play the music for 
the dance. 
Debussy's lovely impressions of the world around 
him, especially his thoughts of nature, are perfect for 
eight- and nine-year-olds whose interests are so similar. 
They can imagine and describe beautiful clouds or the 
many moods of the sea with the help of Debussy's music. 
Sometimes the teacher can give some of the com-
poser's background to the children before they listen to 
his music to enhance their listening experience at the 
moment. It is too early yet for children to do extensive 
research each time a new composer is introduced. Care 
must be taken that only facts which real interest and 
meaning to children be included in the teacher's presen-
tation. A dry, historical account filled with dates and 
names will have little effect on ears and minds which 
crave the beautiful sounds and messages of the music 
itself. 
Listening for Enjoyment 
Musical experiences at all age levels must include 
emphasis on the children's enjoying their music. At this 
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age, children are easily discouraged and need musical 
experiences which offer them a chance to relieve tensions 
and relax. Successful listening activities that encourage 
and guide their creative contributions are worthwhile. 
Opportunities for reviewing listening without specific 
activities or verbal reactions are valuable for periods 
of rest and enjoyment. 
The teacher can extend the knowledge of the class 
by introducing related listening by a composer whom they 
have met with some previous piece of music. Playing 
this during a rest period or as background for other 
work is enjoyable. 
III. SELECTED LISTENING EXPERIENCES 
The suggestions of picture and design music included 
here for third and fourth grade children are representative 
of the type of activities and experiences they might have 
during these years. The children can now understand some-
thing of the composer and his life although there is an 
abundance of this information here for teacher security 
in presentation. Ravel's Mother Goose Suite is presented 
as picture music and in the area of design music Mozart's 
"Romanze 11 from Eine Kleine Nachtmusik as well as Chopin's 
Prelude in D-Flat is included. 
Picture Music 
Ravel Mother Goose Suite 
London CS 6023 
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The music itself. Originally, Ravel composed the 
suite as a piano duet, the subject of which was the story-
land of the French Mother Goose. It was first performed 
in this manner by friends of his children. The suite was 
later orchestrated in 1908. Following is a short summary 
of the stories Ravel used. 
1. Pavanne of the Sleeping Beauty. A prince, out 
on a hunting party, discovers a castle enveloped by bushes 
and trees. Rumor has it that within the mysterious struc-
ture there lies a sleeping princess, a victim of a wicked 
spell, whereby she must sleep for one hundred years only 
to be awakened by the kiss of a king's son. 
Upon entering the castle, the prince finds the 
entire court asleep, frozen in their last actions as the 
spell was cast. When he finds the lovely princess high 
in the attic room, her radiance, even in sleep, captures 
his heart immediately. He stoops to kiss her hand and 
the princess awakens much to the delight of the prince 
who marries her that very night midst the gaiety of the 
rejuvenated court. 
Ravel's music in this section of the suite depicts 
the dance of the court as the princess is touched by the 
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fairy wand to sleep. The word pavanne is Italian for pea-
cock and in this sense characterizes the slow, stately 
dance music. Muted instruments and light footsteps can 
transport the listener to fairyland and magic. 
2. Hop 0' My Thumb. In the home of a poor wood-
cutter and his wife are seven hungry children. One of 
them is so small he is called Hop 0' My Thumb. After 
much deliberation, the father decides to abandon his 
children in the forest, hoping some rich person will 
find them, for he has no food or money left. 
The children were able to find their way back home 
as little Hop had marked the trail with white pebbles. 
The parents meanwhile had paid the huge debt they owed 
and were overjoyed to see their family once again. 
Not long after this, the same episode occurred but 
Hop scattered bread crumbs this time to the delight of 
the birds who ate them all up. The music describes the 
hopeless plight of the lost children in the forest, their 
wanderings, and fearful conversations to each other. 
Above their heads are the happy birds thanking them for 
the crumbs. At the end, they see a light and the cheer-
ful chord signifies the end of their search. 
3. Laideronette, Empress of the Pagodas. At a 
christening party for twin princesses, a wicked fairy, 
uninvited, appears and changes one princess into an ugly 
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creature. She is then called Laideronette, or little ugly 
girl, by her family and friends. 
Life became increasingly more difficult for little 
Laideronette, so much so that she went away to live alone 
in a castle as she became a young lady trying to forget 
her twin sister who was so very beautiful. Taking a 
lonely ride in a boat one day, she overturned and was 
rescued by a kind sea serpent who took her to the kingdom 
of Pagodia. Here, there were tiny people who all looked 
like Chinese idols. They were so ugly that they regarded 
Laideronette as actually beautiful and immediately the 
little people elected her their queen. 
The music Ravel wrote for this fantasy pictures 
the evening baths in the palace pool where the Pagodians 
play music on walnut shells and almond shells, sounding 
like miniature lutes and viols. 
In the story, the green serpent who rescued 
Laideronette was really a king. Later, when his spell 
is broken, all the people become good-looking and live 
happily ever after. Ravel used the Chinese scale in his 
music and special effects were gained by the use of the 
celesta, bells, xylophone, gong, cymbals, and the piccolo. 
4. Beauty and the Beast. Once upon a time a lost 
traveler happened upon a beautiful house and an enchant-
ing garden all in bloom. He was very surprised and 
thankful to find a table laden with food and nobody in 
sight. The traveler ate heartily and fell asleep in the 
garden. After a good rest, he awakened and picked a rose 
for his daughter, Beauty. All at once a Beast, dressed 
as a man, emerged from the house and in an angry voice 
ordered the traveler to send his daughter to the Beast's 
home within a month. 
Beauty obeyed her father and went to live at the 
charming home of the ugly Beast who treated her royally. 
You see, he had fallen in love with her and repeatedly 
asked her to marry him. Although Beauty was very polite 
to him and actually was very grateful for this gracious 
hospitality, she could not bring herself to love him. 
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Soon, night after night, Beauty dreamed of rescu-
ing a prince from a wicked spell. The prince would always 
turn to her and say: "Beauty, do not judge people by 
their looks." Beauty never told anyone about her dream 
but gradually she grew to like the Beast. Once he even 
allowed her to go home and visit her family. When she 
returned late, there lie the Beast on the floor almost 
dead with grief. He thought she had broken her promise 
to him. 
The music begi~s at this point when the Beast asks 
her once more to marry him. Beauty realizing that she 
really loves him and had almost lost him through 
thoughtlessness, agrees. The spell is broken and Beast 
turns into a handsome prince before her eyes. 
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5. The Fairy Garden. This belongs with the story 
of Sleeping Beauty. The suite opens with the music that 
put her to sleep and this concluding section is the magic 
awakening music as the prince kissed her hand and all life 
gradually resumed, from the tiny flowers and insects to 
the animals and people of the land of magic. 
The composer. Maurice Ravel was born in Ciboure, 
France, in 1875 and died in Paris in 1937. He lived in 
the mountains but came to Paris to study piano and orches-
tration. He wanted desperately to compose, for his head 
was filled with lovely melodies and ideas of music from 
other countries and times of long ago. 
Ravel's music reflects the past, for he often used 
very old dance patterns for his new ideas. He liked to 
write story music, too, especially for children. His 
works are for piano, orchestra, string groups, and voice. 
Although frail in body, Ravel joined the army in 
World War I and drove a truck in the front lines, causing 
severe illness in later years. Once home again fr.om the 
war, he bought a charming house in the country where he 
resumed composing and surrounded himself with good 
friends, children, and animals. Ravel loved cats so 
much he had a house full of them. 
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For awhile, he traveled giving concerts and direct-
ing orchestras, even in America. In 1937, Ravel passed 
away in a Paris hospital, leaving a treasury of beauty to 
the world. (4:84-98) 
Guiding children's responses. 
1. Interpreting mood. This enchanting suite will 
induce children to share and compare their ideas of what 
is happening in the various stories as their imaginations 
are at work. The teacher can guide their responses by 
encouraging them to listen for hints that Ravel used, 
either in his melodies, harmonies, or type of musical 
instruments. 
Word responses and stories will best be created 
if the teacher gives only the title or brief help to the 
class, not giving the complete story as described here. 
Drawings and paintings of the scenes that the children 
feel are present in the music may prove interesting. 
Care must be taken, as in previous grades, to caution 
the children to capture the thoughts of the composer as 
he drew them for us with his instruments or melodies, 
rhythms, and mood. Dramatizations of the scenes are 
enjoyable for the children to express their creative 
ideas. Entrances of specific characters on the scene 
will depend on the thematic entrances in the music. 
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2. Feeling rhythm. Bodily responses in dramatiza-
tions will show awareness of the rhythmic drive of the 
music. Clapping or tapping basic beats in the themes 
that the teacher presents on charts or chalkboard will 
aid the class in feeling the underlying motion. 
Children always enjoy choosing appropriate rhythm 
instruments for the particular section of the suite that 
might help to express the mood. For example, in the 
Laideronette music, a Chinese effect may be shown by 
using sticks and finger cymbals along with sandpaper 
blocks in rhythmic play. 
The nature of mixed rhythms used in certain passages 
does not lend itself to analysis at this grade level. How-
ever, one may illustrate the composer's clever way of 
expressing the plight of the lost children, for example, 
in Hop 0 1 My Thumb. Starting the theme with two beats in 
the measure, he added a beat with each measure till the 
five-beat measure makes the listener sense the confused 
and wandering motion present in the mood. 
3. Remembering and following melody. The third 
and fourth graders can learn to sing some themes from 
notation experience in the singing program. The complex 
nature of Ravel's music at times discourages this use of 
syllables. A neutral syllable and frequent hearings that 
will instill the melody in the child's mind will prove 
beneficial. Visual presentation of the themes on chart 
or chalkboard are a remarkable help. 
The flute plays this little tune in Pavanne of the 
Sleeping Beauty as the fairy wand puts everyone to sleep 
at the scene of the dance. The children should be 
encouraged in their responses to describe the dream-like 
atmosphere of the music. If the syllables are used in 
singing the theme, some children will be able to tell 
the melody is in a minor mode. This emphasizes the . type 
of melody used long ago. 
(4:88) 
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Questioning may bring about the idea that the second-
ary theme that sounds under the dream melody signifies the 
presence of the dancer~ in the court. The solemn, stately 
quality and its even rhythm may suggest the appearance of 
the dancers and the soft footsteps to the children if they 
are allowed to listen with concentration for hints from 
the composer. 
, (4:88) 
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A discussion of mutes may arise if the t eacher asks 
the class if they think just playing softly on an instru-
ment would give this effect. 
The winding melody played by the strings and wood-
winds in Hop 0' My Thumb is best sung on a neutral syllable. 
If a child points to each note on the chart as the class 
and teacher sing together, it will be easier to follow 
this aural "path" through forest. 
(4:90) 
Perhaps the children themselves can listen for the 
place in the music whe~e the little wanderers begin to 
talk, lonesome and afraid. The oboe has the quality of 
loneliness in its nasal timbre. 
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And when Hop discovers that his crumbs are gone, the class 
wil.l quickly recognize the birds twittering overhead. A 
question might arise as to what type of musical instrument 
could, imitate the sound of the bird. 
(4:91) 
The last two measures of the above theme are the 
sighs of the children as they are about to give up hope. 
After these tell-tale sighs, it is easy to hear the happy 
ending with its cheerful chord. 
The children will need help to sing the above with 
syllables. Sometimes writing them on the chart together 
is helpful during the listening lesson. 
The jaunty tune of the Pagodas in the music of 
Laideronette, Empress of the Pagodas, may suggest the 
tune -of ''Chopsticks 11 to very young ears. The amusing 
scene will bring smiles to little faces as they imagine 
the tiny people performing on walnut shells. 
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The melody of the Empress could be sung with sylla-
bles for the minor tune is slow and simple. The children 
may enjoy accompanying it with a Chinese gong. 
~~~t I J \ :t\ J!J l J ll Jl J9 I J J \ 
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(4:93) 
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The conversation between the Empress and one of her 
subjects in the flute and strings will set the imagination 
of many a child working. Places like these offer excel-
lent chances for sharing and comparing ideas. 
(4:94) 
The conversation of Beauty and the Beast is easy to 
recognize in clarinet and double bassoon. Beauty's tune 
may be sung with syllables, but the tune of the Beast is 
best followed visually. Encouraging children to tell 
what the conversation-is will stimulate enjoyment. 
~~~a, r r H J \r B t J \t J&JiLt\9·11 
e~a.~t~ 
(4:97) 
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As the prince appears and the Beast's voice withers away 
on the violin, the children will perk up their ears to 
hear the charming violin sound the voice of the handsome 
prince whom Beauty loves. A discussion of the expressive-
ness of the violin may be in order and again the children's 
ideas of the conversation will be well-received. 
(4:97) 
In the hopeful and triumphant Fairy Garden section 
at the close of Ravel's suite, the awakening theme slips 
gently in among the dreams of the sleeping princess. This 
theme can easily be notated for syllables on the chart by 
the children themselves. 
(4:98) 
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4. Experiencing instrumental tone colors. The 
instruments will naturally be noticed during the teacher's 
emphasis on melodic and rhythmic content but particular 
attention can be paid to how Ravel used a certain instru-
ment effectively. For example, the use of a flute to 
depict the gentle princess asleep. The dream tune is 
performed by muted instruments. 
Other considerations include the use of the strings 
and woodwinds for the wandering, empty, restless feeling 
in the Hop music. The oboe, especially, is able to 
express loneliness. Flutes and violins are appropriate 
for the bird calls and sighs. 
The teacher may wish to show pictures of the 
instruments from the string and woodwind families. They 
seem to predominate the music and would be of interest 
to the children. 
In the Laideronette section, Ravel's use of piccolo 
above the pizzicato strings is very effective. The bass 
clarinet so aptly expresses the voices of the small ugly 
pagodas. And the use of gong and strings for further 
oriental effects is easy to notice. 
The clarinet and double bassoon used for the voices 
of Beauty and the Beast and the violin for the prince make 
the conversation so obvious and challenging for the 
listener. 
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In the Fairy Garden, the dreamy quality of the 
awakening music is captured by the strings. In the climax, 
the use of bells and percussion heighten the excitement. 
Design Music 
Mozart 11Romanze 11 from Eine Kleine Nachtmusik 
Mercury SR 90121A 
The music itself. Mozart wrote this serenade music 
for warm summer evenings in the homes and palaces of the 
wealthy. It was the custom in the eighteenth century for 
serenades to be played by bands in the parks and sung by 
lovers at their lady 1 s window. Serenaders even visited 
the homes of the sick and those people having special 
birthdays or celebrations. 
Eine Kleine Nachtmusik {A Little Night Music) has 
four parts or movements, written for a small string group. 
The 11Romanze 11 is the second movement, dreamy and soothing 
in nature as befits a warm night in a surrounding of 
elegance and comfort. 
The composer. Wolfgang Amadeus Mozart was born in 
Salzburg in 1756 and died in Vienna in 1791. His was a 
short life filled with dazzling brilliance and genius. 
Wolfgang lived in a comfortable home with his parents 
and a sister who was five years older than he. He called 
ns 
her Nannerl but her real name was Marianne, and she played 
the harpsichord every day for young Mozart. 
So fascinated was he with musical sounds that 
Wolfgang soon played Nannerl 1 s pieces himself, much to 
the surprise of his family. Then he began to compose 
music. Father Mozart was a violinist who published the 
first book of violin playing and did a little composing. 
He began to realize that his son had great musical talents. 
When Leopold Mozart became the orchestral director for the 
Archbishop of Salzburg, his son was writing a concerto at 
the age of six. Even though the ink blotted on the paper 
under his tiny hands, Mozart's musical plan made sense to 
Father Leopold. 
Wolfgang and his sister, Nannerl, were taken all 
over Europe in uncomfortable stagecoaches and performed 
for royalty everywhere. While Nannerl played the harpsi-
chord in her beautiful hoop skirts and fluffy curls, 
Mozart, stiffly attired in laces also, performed on the 
violin, organ, and clavier. Improvisation was second 
nature to him. This means he could compose some music 
instantly as someone requested it from his audience. 
They might hum or whistle a tune to the tiny boy and he 
would play it and add beautiful notes and chords all 
around the original tune. 
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It was not long before Mozart composed for the full 
orchestra, so great was his ability. Once he heard a 
lovely nine-part choral work in a church concert. At home 
later that night, he wrote each of the nine parts down on 
paper, having heard it only once . 
For three years, Mozart traveled dressed in clothing 
like that of George Washington with a powdered wig, lace 
collar and cuffs, and coats of the finest velvet. He even 
carried a tiny sword . 
When Mozart grew older, he, too, worked for the 
Archbishop of Salzburg, but in that position, he did not 
have enough time to compose. When he went to Vienna to 
work for the Emperor, Mozart was very unhappy. They 
wanted him to write cheap music, the type that might sell 
quickly but did not have true beauty. Furthermore, the 
ruler preferred Italian music so Mozart was out of favor. 
Dishonest publishers cheated him of his money when he did 
sell something worthwhile. Despite his own personal sad-
ness, Mozart always wrote music full of happiness, 
beautiful melody, and clear design. He "taught the 
instruments to sing " , for his melodies are unsurpassed. 
Another wonderful quality of Mozart's music was his perfect 
sense of design and balance, like that of beautiful lace or 
flowers and leaves. (4:19-26) 
Guiding children's responses. 
1. Interpreting mood. Class discussion of Mozart 
and the times in which he lived will help the teacher to 
elicit from the children what serenade music for royalty 
should sound like. After the ideas of the class are 
written on the chalkboard, the first listening will tell 
them how close they came to des9ribing its mood, rhythm, 
and perhaps even its melody. Art responses depicting 
this scene at court might be filled with gay colors, 
laces, and ruffles, and musicians performing for the 
king. 
2. Feeling rhythm. With hand motions or rhythm 
instruments, the basic four pulse can be tapped lightly 
after the teacher questions the class to determine the 
type of rhythm present, three or four beats. When the 
faster middle section appears, the same method may be 
used to ascertain the two pulse. 
3. Remembering and following melody. Visual pre-
sentation of theme I may be used with syllables as the 
realm of experience of third and fourth graders covers 
the extent of this melody. In playing and singing it, 
the teacher will have to pitch it an octave lower to suit 
the voice range. Some child may be called upon to point 
to a place where the melody repeats (measure five). 
Writing the syllables on the chart is also a challenge 
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to the class. Themes II and III may be approached in the 
same way. It will help the children to count the number 
of times the first theme returns throughout this rondo 
form. A simple show of hands or pencil mark on paper 
each time they hear it can be like a game to them as 
they engage in repeated hearings. 
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The final theme played in four voices is very 
interesting to see as the children can watch the action 
that almost seems like a musical conversation. 
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4. Becoming aware of harmony. Children can learn, 
in grades three and four, to perceive the changing har-
monies beneath the first theme if the teacher plays it at 
the piano, ·after illustrating the I, IV, and V chords in 
cadence form. Some children can learn to play the first, 
fourth, and fifth scale notes on the melody bells as an 
accompaniment to the class singing of the theme. Others 
will want to learn how to play the melody on the song 
bells. 
5. Experiencing instrumental tone color. String 
quartets are a common ensemble in chamber music. Some 
children will be able to name the instruments in the 
quartet and will enjoy seeing pictures that illustrate 
the graduated sizes of the violin, viola, cello, and 
double bass. 
This may lead to an interest in the string family 
in the orchestra. Noticing seating arrangements of a 
typical symphony orchestra and becoming aware of the 
appearance and structure of the stringed instruments 
will increase their enjoyment and aural perception of 
the varying timbres and ranges of the instruments in the 
serenade. 
To further instill recognition of the individual 
instruments, the teacher may wish to feature solo music 
on each or some of these instruments at another lesson. 
6. Becoming aware of form. The Rondo form is a 
popular one in music. The children may enjoy making a 
code of letters to describe the themes and the first 
theme which keeps returning, a characteristic of the 
rondo. Sometimes a design at the chalkboard is fun to 
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do. Children can choose a specific shape for the first 
theme, such as a semi-circle, while the second theme might 
be a square. The third theme might be represented by a 
circle. Any interludes or intervening passages could be 
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designated by a bar shape or something agreed upon by all. 
When the fourth theme enters, it represents the musical 
conversation and perhaps could be shown with parallel 
lines of some sort. 
With visual aid like this, an extended form is 
much easier to follow and the overall plan can be seen 
at a glance. 
Chopin Prelude #15 in D-Flat 
Vox MRL 9574 
The music itself. This is one of twenty-four pre-
ludes or short pieces that usually precede a long one, 
such as the suite or the fugue. "Pre " means before and 
"ludere " to play. Chopin has written many short pieces 
that are so beautiful in themselves that they need no 
other piece with them. Each of Chopin's preludes differs 
in its mood or feeling and was written in varying keys. 
This prelude was nicknamed the "Raindrop " prelude 
for one of Chopin's best friends, George Sand, described 
the night Chopin wrote it in a terrible wind and rain 
storm. He and his family were visiting George Sand on an 
island off the coast of Spain. The family had gone into 
town, but Frederic remained behind as he was ill. Actually, 
they were staying in a dreary, wet monastery and the 
tropical storm made it all the more unpleasant for Chopin 
who finally dropped off to sleep in a slight delirium. A 
short time passed when he began to dream that his loved 
ones had been killed in the storm. 
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When Chopin awoke and discovered it was all a 
dream, a beautiful melody remained in his mind which he 
wrote down at once. Soon he had written another prelude 
filled with the insistent beat of rain and a melody filled 
with tears. 
The work voices striking contrasts of nature's 
moods. A gentle beginning, full of introspection and 
longing, is interrupted by a threatening middle section 
before the first theme returns in part as a coda. 
This is an example of design music that is also 
picture music, in a sense, if the title is known. 
The composer. Frederic Chopin was born in Warsaw 
in 1810 and died in Paris in 1849 . He was a child piano 
prodigy in delicate health. Chopin's father was French 
and his mother was Polish. Although he lived most of 
his life in France, he was a true Polish patriot. 
At the age of nine, Chopin concertized in the city 
of Warsaw and at ten he had composed a march for the 
Grand Duke. When Chopin traveled to Vienna and Paris, 
a revolution broke out in Rliand causing a war. Chopin 
never returned to his native land but he carried a little 
Polish earth with him wherever he went. 
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Chopin gave up his concert life to teach others how 
to play piano beautifully and improve their technique. He 
composed a few songs and a little orchestral music but 
Frederic's greatest works were for the piano. He was 
called the "poet of the piano" for his lovely singing 
melodies, delicately ornamented and his unusual rhythms 
so typical of Polish dances. (3B:56-60) 
The teacher may wish to emphasize the contributions 
of Chopin to the piano and the piano literature. In his 
hands, the instrument expressed color effects, sonorities, 
and dynamics that were unique. No other composer developed 
modern technique and style as he did. The technical and 
artistic resources of the piano were increased by Chopin 
so that it became completely self-sufficient in expres-
sion. He was first to write with the piano in mind, 
whereas other men wrote piano music originally conceived 
for something else. (15:171-172) 
Third and fourth graders will not understand all of 
this but the teacher can illustrate how Chopin integrated 
ornamentation with the melody with the first theme in the 
prelude, measure four. Emphasis can be placed on the com-
poser's use of brevity to express a complete emotion by 
reducing the music to what was indispensable. 
Guiding children's responses. 
l. Interpreting mood. After the first hearing of 
the music without knowing the title, the children may be 
encouraged to give word descriptions of the two changing 
moods in the prelude. Creative stories are easy for 
children at this level in a short work like this. They 
enjoy illustrating the~, too. Good responses can be 
produced with and without the title being given. 
Attention might be given to the composer's use of 
contrasting dynamics to achieve his varying moods. 
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2. Feeling rhythm. Third and fourth grade children 
will enjoy tapping the insistent raindrop pattern of eighth 
notes that predominate in the bass part of the prelude. 
In addition, the teacher may call attention 
to the time signature, if the piano score is available. 
Together, they can determine how to count this pattern. 
(l-and-2-and-3-and-4-and) Again, watching the score or 
just listening as the music is played, children can be 
asked to listen for a place where the rain pattern shifts 
to the right hand or high part in the music (middle). 
3. Remembering and following melody. The class may 
attempt to sing the two main themes of the prelude on a 
neutral syllable if the teacher plays them on the piano. 
If visual presentation is used, also, the first theme is 
simple enough to be sung in syllables by the children in 
grade four. 
( 8: 134) 
The typical Chopin ornamentation of melody in 
measure four may be emphasized and the children may be 
able to find other places in the music where they think 
Chopin decorated the melody again as they listen or follow 
the piano score. Those who are beginning the study of 
musical instruments and have a background in music nota-
tion would be the most eager to follow the score. 
The teacher may wish to call attention to the change 
of key from D-flat toE in the middle of the prelude. 
Chopin heightened the excitement of the work by raising 
the ~onality at this point. Simply playing the two 
different scales on the piano would show the children the 
higher pitch. 
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4. Experiencing instrumental tone colors. The 
unique treatment of the piano by Chopin should be clearly 
emphasized for he used it masterfully. The piano can pro-
ject melody, harmony, and rhythm with a range of tone that 
is equal to the orchestra in scope. With the exception of 
the organ, the piano is often called "king of the instru-
ments" for that reason. 
Children may wish to investigate the piano and its 
mechanism by removing the casing and examining the action 
and the function of the pedals. Pictures of old pianos 
and other keyboard instruments that preceded the piano 
will be found interesting. The Steinway piano company 
gives a large color chart free upon request of the history 
of keyboard instruments and the mechanism of the piano 
that children enjoy reading. 
5. Becoming aware of form. By grades three and 
four, the children will be able to recognize recurring 
melodies so that the A-B form of this prelude could be 
discovered by them as they listen together. If the themes 
of the two major sections have been made clear to them, a 
show of hands will indicate their recognition of the struc-
tural design. Some may think it is three-part form or 
A-B-A structure, but the teacher should point out that, 
when the first theme returns again, it is just a coda 
and not a complete section. 
Summary 
Desirable attitudes for music in middle childhood. 
Enjoyment in various kinds of music is the primary objec-
tive for children and adults of all ages. With more 
advanced analysis now possible, the third and fourth 
graders should be aware of the skill of the composer. 
Increased sensit,ivity to the power of music to evoke many 
moods and feelings is a third desirable attitude. And 
through varied activities in a guided listening program, 
they should have developed a positive attitude toward 
sharing and comparing feelings and creative ideas. The 
fifth desirable attitude to be expected among third and 
fourth graders would be an interest in further musical 
experiences. 
Review and extension of the learnings of early 
childhood. Third and fourth grade children are capable of 
more advanced responses in the eight general areas of 
musical growth as outlined for grades one and two. 
1. Mood. Interpretation of mood through word, 
story, and art responses will have greater variety, 
express contrasting elements, and cover a wider range 
of varying moods. Some understanding of the composer's 
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use of dynamics, melody, rhythm, and instrumentation to 
express mood can be expected. Bodily responses and drama-
tization will be more popular in grade three with regard 
to free movements, while formalized dances will be eagerly 
accepted in grade four. 
2. Rhythm. Bodily response to basic rhythms is 
still effective in grades three and four. However, 
explanations of meter and rhythm are possible and greater 
coordination will allow more complex rhythm patterns to 
be expressed on rhythm instruments as extracted from the 
music to be heard. Definite response to accented and 
secondary beats is in order. Specific recognition of 
the various types of marches can be expected along with 
recognition of dance types for listening and those for 
dancing. Waltzes, gavottes, and minuets will be well-
received as are the lullaby and hymn. 
3. Melody. More specific shapes of melody will be 
perceived by eight- and nine-year-olds whose ability to 
read music is being developed. Recognition of repeated, 
similar, and contrasting melodies or phrases will be more 
secure. Playing and singing of tonal patterns and themes 
from the music can be expected. 
4. Harmony. Increased aural perception among 
third and fourth graders makes possible their ability to 
hear two-part music, contrasts of major and minor 
189 
tonalities, and the differences between tonic and dominant 
chords. Some may be able to accompany class singing on 
the autoharp using the two basic chords with direction 
from the teacher. Additional awareness of consonance and 
dissonance and scales of other cultures is possible. Some 
acquaintance can be made with short musical pieces that 
feature vocal and instrumental combinations, such as 
duets, trios, and quartets. 
5. Instruments. An introduction to more instru-
ments , such as the cello and harp or the oboe and bassoon, 
will be understood because of greater sensitivity to timbre 
among third and fourth graders. Other instruments that 
will interest them are the trombone and French horn. More 
percussion instruments to be included might be the celeste 
and tympani, as well as some Latin American rhythm instru-
ments. By the latter half of grade four, a slight intro-
duction to orchestral families is possible if interest 
warrants the study. 
6 . Form. A review of phrases and sections is 
important and may be responded to by instrumental and 
bodily activity. Recognition of A-B and A-B-A form as 
such is within the capabilities of eight- and nine-year-
olds as is the rondo form. Parts of ballets, suites and 
overtures, as well as dances and marches, may be 
explored. 
7. Composers. An understanding of foreign lands 
and people along with some concepts of history and time 
will allow the teacher to present some composers to the 
children. They can understand a little of his life and 
background if it is presented simply. Mozart and Debussy 
are among the composers that will interest third and 
fourth graders . 
8. Enjoyment. Above all, the listening exper-
iences of eight- and nine-year-olds should be so designed 
that they are enjoyable for him . Repeated hearings and 
opportunities for requesting favorites is a sign that he 
finds satisfaction in music of varying types. 
Necessity for further listening experiences. Now 
that the child has greater capabilities to hear more of 
what is in the music, continued refinement of his aural 
perception must be nurtured. A greater sensitivity of 
the shades of mood is desirable as is the ability to fol-
low more complex melody, harmony, _and rhythm. 
Further acquaintance with more instruments and 
instrumental ensembles will add enjoyment to his percep-
tion of complex sounds. Continued acquaintance with more 
advanced forms of structure in music will be achieved 
through planned exposure to many and varied forms com-
posed by musicians of both the past and present. 
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The child has growing abilities to listen atten-
tively for longer periods of time and hear more subtleties 
in his musical experiences. 
CHAPTER VII 
LISTENING EXPERIENCES FOR LATE CHILDHOOD 
I. PLANNING THE LISTENING EXPERIENCES 
FOR GRADES FIVE AND SIX 
The children of grades five and six are ready for a 
guided listening program which continues to increase their 
appreciation and enjoyment of the splendors of music. 
Locked in the music, these splendors await keen ears and 
minds that know how to listen. Robert Browning emphasized 
the need for the trained mind in this way: 
. . . and to know 
Rather consists in opening out a way 
Whence the imprisoned splendor may escape 
Than in effecting entry for a light 
Supposed to be without. . . . (58:689) 
Extending and Refining Listening Experiences 
The child of ten and eleven years can respond to 
music in a more intellectual way than he did in grades 
one through four. He is gradually refining his concepts 
of music from the vague to the more definite. The teacher 
must provide experiences and guide him in these exper-
iences to further clarify the music as a whole and in 
its component parts. (See pp. 65-67.) 
As Tipton has said: 
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We learn to listen in the same general way in which 
any other learning takes place--by noticing, recog-
nizing, distinguishing between, and understanding in 
gradually more precise ways, the characteristics of 
the music we hear, or by "getting inside of the music, 
itself." (55:10) 
Activities that Induce Advanced Responses 
The listening lesson may last as long as thirty 
minutes with varied activities designed to evoke child 
response. The highlights of the music may be explored, 
among which are the musical elements and formal structure. 
Attention to mood, contrasts, and dynamics, as well as 
characteristics like humor, in music will stimulate good 
listening. (See page 66.) 
Research into the background of the music and its 
composer is within the scope of the ten- and eleven-year-
old child who can begin to appreciate the excellent 
children's literature on composers, instruments, and 
music history now available. Such research may lead to 
a desire on the part of the class or individuals to hear 
more compositions written by the same composer. The idea 
of comparing one composer's idea with that of another com-
poser will appeal to children. For example, a comparison 
of Debussy's Clair de Lune with the Beethoven Moonlight 
Sonata would bring the characteristics of Impressionism 
and Romanticism into consideration. 
Correlating music with the other arts, such as 
literature, poetry, or the fine arts, will broaden the 
children's understanding of all the art forms. This 
presupposes definite teacher planning that encompasses 
a wide range of materials and research to produce mean-
ingful lessons for the children. 
If the listening program has been thorough in 
grades one through four, the children may possibly be 
able to draw from their experiences with marches and 
dances and try creating these forms. The teacher must 
guide these activities, for their notation skill is 
limited, but if the children have the specific rhythm 
of a march or dance clear in their minds after listening 
and analyzing many of them in earlier grades, the teacher 
can help them put it on paper. The same rule applies to 
the melodies for they should be able to think phrase-wise 
and work within an A-B or A-B-A form with a little help. 
If children sing their melodies to the teacher, she can 
notate them for the class to either accept as is, or 
improve upon them . Children take great pride in being 
able to compose songs, marches, and dances by working 
collectively and sharing their musical thoughts. 
In addition to guided listening lessons, the fifth 
and sixth graders should be given ample opportunities to 
experience music for relaxation and enjoyment. Some 
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children will enjoy bringing in recordings from their own 
private collections to share with the class. Many will 
seek out musical experiences of their own in concerts, 
radio , and television. 
II. MUSICAL LEARNINGS FROM LISTENING 
EX~ERIENCES IN GRADES FIVE AND SIX 
Further expansion of the eight areas of musical 
growth presented for children in grades one through four 
is advised for the children in grades five and six to aid 
their understanding of music in more precise ways. 
Examples of music that might be presented are included 
for teacher enlightenment. 
Interpreting Mood 
. " . ' 
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Continued sharing and comparing of feelings through 
word, story, and art responses will be improved through 
the fifth and sixth grader's increased vocabulary and 
emotional development. His greater understanding of mood 
and contrasts in mood can be utilized in stories of 
greater logic and coherence that reflect more varied 
emotions. He will be able to feel Grofe's impressions 
of nature in The Grand Canyon Suite and express the power 
and majesty of this natural wonder. He can feel the 
excitement in the wanderings of the Norwegian boy in 
Grieg's Peer Gynt Suite and share his feelings with the 
class. His artistic skill improved, the ten- and eleven-
year-old will be eager to draw or paint his impressions 
of Griffes' White Peacock or try an abstract design of 
Beethoven's Sonata #14 in C-sharp minor, better known as 
"The Moonlight Sonata 1'. 
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Attention can be drawn in class discussion to the 
composer's use of melody, instrumentation, harmony, rhythm, 
tempo, and dynamics to express mood. Questioning by the 
teacher that channels attention to musical specifics as a 
hint of mood will sharpen children's awareness of details. 
These children are able to focus attention longer and more 
deeply than the children in grades one through four. 
Where first graders heard one selection from Ibert's 
Histoires, "The Little White Donkey, " the fifth and sixth 
graders may experience the whole suite in two or three 
listening lessons and compare the various sections for 
mood contrasts. This same principle might be followed 
with Mussorgsky's Pictures at~ Exhibition, where in the 
first grade, they heard only the "Ballet of the Unhatched 
Chicks. " 
The natural feelings of patriotism and nationalism 
that fifth and sixth grade children have will help them 
to receive the message found in certain music. Such 
examples are Tchaikovsky's 1812 Overture and Gould's 
American Salute. Having taken on some adult qualities of 
emotional feeling, these children will thoroughly enjoy 
the humor found in longer compositions, such as Strauss' 
Till Eulenspiegel's Merry Pranks. 
The teacher may wish to correlate poetry, art, or 
song with the listening lesson to arouse the children's 
reactions to a specific mood. For example, a sea scene 
by some great artist or a poem or song that deals with 
the sea might be a springboard to a discussion of what 
music should sound like in expressing the sea. After 
definite conclusions are reached and listed on the chalk-
board, listening to Debussy's La Mer might be helpful. 
Feeling Rhythm 
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Better coordination of muscles will mean the fifth 
and sixth graders can respond to varying rhythms by clap-
ping, tapping, or using rhythm instruments. They can do 
complex rhythms in groups simultaneously to reproduce the 
rhythmic parts of a particular composition. Both primary 
and secondary beats can be felt and responded to in bodily 
and instrumental responses. (See page 65.) 
Reading and notating rhythms from their music is 
possible with these children, for their skill in notation 
is being developed in the singing program. 
Steady muscular growth enables the children to 
engage in organized folk and social dancing to recorded 
music with teacher guidance. American square dances or 
such things as Gavotte by Gretry are within their capa-
bilities. 
Aural recognition of the march, waltz, lullaby, 
hymn, gavotte, minuet, polka, tango, and mazurka can be 
developed along with sections of ballets. The "Mazurka " 
from Khatchaturian's Gayne Ballet and sections of the 
Bartered Bride Opera by Smetana will help in this concen-
tration on varying rhythms. 
Because of increased analytical ability, the 
instrumental accompaniments fifth and sixth graders do 
can be more difficult and enriching. The syncopated 
calypso and Latin American rhythms are within their 
capabilities. Asking the children to choose appropriate 
instruments for specific compositions will aid their 
sense of good taste. 
Remembering and Following Melody 
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Phrases and themes of greater length and melodic 
difficulty may be presented to ten- and eleven-year-olds. 
Syllable singing will be in order if the melody is similar 
to the type they have experienced in their song books. 
Otherwise, some of the Impressionistic music or Contem-
porary music will have to be sung on neutral syllables. 
These children will be able to locate themes in 
music with more skill, especially in longer works like 
the rondo. For example, the opening theme in Schumann's 
Faschinschwank Sonata for Piano, Op. 26, in the Allegro 
movement is brought back four or five times in rondo 
form. After seeing, hearing, and singing the theme, 
the class can recognize its return. 
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More children will be able to play some of the 
themes under consideration, either on piano, melody bells, 
or in some cases, on the instrument they are studying. 
Becoming Aware of Harmony 
With increased aural perception, the ten- and 
eleven-year-old children can hear better two- and three-
part music and, in some cases, may be able to follow a 
part visually as they listen. Harmonic awareness may be 
cultivated by hearing small ensembles, both instrumental 
and vocal, in harmony, and at times following the score 
to watch tonal direction. (See page 67.) 
Recognition of major and minor tonalities should be 
reviewed and further cultivated, along with a casual 
acquaintance with scales or modes of other cultures and 
ages. The fifth and sixth graders are curious and seek 
intellectual challenge in all their subjects. This is 
the time to explore styles and kinds of music. The 
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teacher may wish to contrast harmony from different musical 
periods, for example, in the "Minuet 11 from Mozart 1 s Don 
Giovanni opera and the Debussy "Reflets dans l'eau" from 
Images No. !· The Debussy music will be discussed later 
in this chapter. If the children sing the minuet melody 
and sing the basic one, four, and five syllables beneath 
the melody or accompany the melody on the autoharp, a 
concept of classical harmony may be achieved. Upon 
examining the harmonies of the Debussy music which seems 
to have no one tonality or standard harmonic basis, the 
awareness of different harmonies will be cultivated. 
No serious analysis as to chordal structure should 
be attempted in the elementary school with the exception 
of the basic I, IV, and V chords. Additional chords 
would be confusing to these children and beyond the 
capabilities of the majority. 
It is enough for them to be aware of varying har-
monies in different musical periods, for example, in 
Grieg•s Peer Gynt Suite as compared to Stravinsky's 
Firebird Suite. 
Recognition of specific voice types in har monic 
singing, both ensemble and choral, can be expected among 
sixth graders as they are approaching a period when their 
own voices will be changing. Soprano, alto, tenor, and 
bass timbre should be a consideration in their listening 
lessons. (See page 65.) 
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Instrumental Tone Colors 
It is logical to assume that by the end of grade six 
recognition of the most common instruments by sight and 
sound is possible. The violin, cello, bass, and harp, in 
addition to the guita~ should be familiar. Among the 
woodwind instruments, the flute, piccolo, clarinet, oboe, 
and bassoon will have been experienced quite often. Per-
haps the trumpet, French horn, trombone, and tuba will 
have been featured in some of their listening lessons, 
along with many of the percussion instruments. Among 
these are the snare and bass drums, the tympani, and 
native drums of Indians or people in the West Indies. 
Also, the celeste and xylophone, along with the piano 
and organ, should be included. 
Interest may warrant the study of one instrumental 
family and casual acquaintance with the orchestral seat-
ing plan, but serious study of the orchestra should 
usually be saved for grades seven and eight. It is 
still a time when each instrument should be enjoyed for 
itself and the literature for solo and ensemble playing 
be explored. 
Becoming Aware of Form 
Reviewing the work in form that was emphasized in 
grades one through four through arm motions for phrase 
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awareness and show of hands for repeating phrases is still 
helpful for fifth and sixth graders. However, they can 
comprehend longer selections and broad overall design. 
Letter usage for sections and phrases should be common 
practice by now. A growing awareness of unity and variety 
will be realized through exposure to such forms as the 
rondo and two- and three-part forms in review of their 
past work. Additional forms that may be introduced are 
the fugue and canon. An example is the Bach Little Fugue 
in G minor. The waltzes of Strauss and Schumann may be 
utilized in the study of form and the various kinds of 
marches. Three such compositions are The March Grotesque 
by Sinding, the "March" from Miniatures, and the Schumann 
"March 11 from Carnaval. 
Another form that shows how composers use melody 
is the theme and variation. This form and that of the 
fugue will be a logical outgrowth of their concepts of 
phrases that repeat or return in music. The variations 
of Pop Goes the Weasel by Cailliet and the McBride 
Pumpkin Eater's Little Fugue will delight them. 
Orchestral and ballet suites, as have been mentioned 
here, are within the scope of children in grades five and 
six, especially those of a story or programmatic nature. 
They can follow the contrasting sections and visualize 
changing scenes or moods, such as those in Tchaikovsky's 
Nutcracker Suite or Grofe's Mississippi Suite. 
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Acquaintance with the forms of prelude and overture 
are within the capabilities of these children, as well as 
the tone poem, symphonic poem, and the sonatina. Wagner's 
Prelude to Lohengrin and the Rossini Overture to William 
Tell are very well-received. Sonatinas by Haydn and 
Mozart could easily be analyzed for a formal design. 
Sections of large forms may be approached in the 
latter part of grade six with examples from both vocal 
and instrumental literature. The second movement of 
Beethoven's Symphony No. 8 and Schubert's first movement 
in Symphony No. 2 are well-recommended. From the vocal 
literature, such a cantata as Bach's Jesu, Joy of Man's 
Desiring is within their comprehension in grades five 
and six. 
Meeting Specific Composers and Their Music 
Individual growth patterns of children in grades 
five and six must be kept in mind with regard to varied 
activities in music listening. Some children will enjoy 
doing research into the lives of composers and finding 
the setting of the musical story or play. An awareness 
of the excellent children's books about music and musi-
cians should be cultivated by the teacher. (See page 66.) 
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Fifth and sixth graders are interested in people, 
performers, and composers , as well as life in other lands. 
They enjoy doing committee research and written or oral 
reports about the music and its composer. Two of the most 
interesting composers that are suitable for children at 
this age are Aaron Copland and Igor Stravinsky. 
They can understand quite a good deal about a com-
poser but care must be taken not to include lists of unim-
portant names, dates, or compositions. Emphasizing events 
and characteristics that have meaning in child experience 
is important. 
Listening for Enjoyment 
Just as in grades one through four the children were 
encouraged to request their favorite music, so it is in 
order here. Perhaps teacher and class can make a chart 
during the year listing the favorite musical pieces they 
really want to hear again and again. The teacher can also 
guide children in this way to organize their own record 
collections at home to include some of the music they have 
become acquainted with in the guided listening program. 
Parents often appreciate a list of good music and record 
numbers at parent-teacher meetings. This is a service 
that penetrates deeply into a child's personal touch with 
the world of music. It also helps families choose from 
the myriad mass of recorded music available. 
III. SELECTED LISTENING EXPERIENCES 
FOR GRADES FIVE AND SIX 
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The following picture and design music selected for 
grades five and six are meant to be representative exper-
iences that emphasize their increased ability at intellec-
tual response to music listening activities in the elemen-
tary school. Information about the composer is included 
for both teacher security in presentation and possible 
child use. The picture music includes Debussy 1 s 11 Reflets 
dans 1 1 eau 11 from Images No. 1 and Gershwin 1 s An American 
in Paris. The design music presented is the Scarlatti 
Fugue in G minor and the Schubert Quintet in A for piano 
and strings, movement four. 
Picture Music 
Debussy "Reflets dans 1' eau " (Reflections in the 
Water) from Images No. ! 
Kapp KC 9061 S 
The music itself. The essence of Impressionism is 
reflected in "Reflets dans l'eau, 11 for it captures the 
feelings of a human being as he experiences with his 
senses and mental capacities. The title guides the lis-
tener in the image of reflections of a host of objects 
we might imagine being caught by the shimmering water. 
Such things might be the play of light on water, the 
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clouds and trees becoming mobile by the concentric ripples , 
and the continuously changing colors created by this 
motion on the water. 
Impressionistic music challenges the listener to 
translate sensory and mental experiences into musical 
terms. Debussy was the master who influenced many men 
in this style of expression. He created new colors, 
nuances, effects, and atmosphere through his harmonic 
innovations and a new approach to resonance. There is 
a great delicacy in tone, instruments, and subjects of 
Debussy's music. 
His love of nature was revealed in many of Debussy's 
works, such as "Moonlight," "Gardens in the Rain, 11 "Bells 
- -
through the Leaves, " and "Veils. " Other works include 
11 Sounds and Perfumes that Hover on the Night Air, '' "The 
Hills of Anacapri, 11 ''Dead Leaves, 11 and "Mists. 11 He also 
wrote 11 Cloud s , " "The Wind on the Plain, 11 "The Sea, " and 
;'Footprints in the Snow. 11 ( 15:203) 
The composer. Claude Achille Debussy was born in 
Saint-Germain-en-Laye in 1862 and· died in Paris in 1918. 
' He came from a country town surrounded in natural beauty. 
Debussy's father owned a china shop and the family lived 
above the shop in a modest home. He spent a great deal 
of time with his aunt in Cannes where the scenery was so 
beautiful that it made a lasting impression on Debussy's 
life. At first, he thought he would become a painter, 
but after studying piano with a student of Chopin , he 
entered the Paris Conservatory at the age of eleven, 
deeply captivated by beautiful music. 
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Debussy's parents had hoped he would go to sea but, 
although he loved the ocean, the young Frenchman was 
drawn to creating new chords and harmonies in the vast 
sea of sound. His ideas were not acceptable at the 
Paris Conservatory where tradition governed curricula. 
Debussy gained a patroness in the person of Mme. 
Von Meek, the lady who had befr iended Tchaikovsky in his 
musical endeavors. Traveling with her quite extensively, 
Debussy became her pianist in a trio and was able to hear 
the music of leading composers and the gypsy music in 
cabarets. 
The characteristics of Debusy's music which may be 
presented to children are, first , his ability to suggest 
and stimulate the brain in reconstructing a picture 
through musical suggestion. He expressed the subtler 
emotions, not the human passions of the Wagnerian school. 
There is no bombastic scoring for orchestra, especially 
the brasses. Debussy's awareness of the overtone series, 
the scientific breakdown of sound which affects tone, was 
similar to the Impressionistic artists' concern with the 
play of light or the prismatic breakdown of color. 
(2:363-371) 
Acquainting the class with works of some of the 
Impressionistic artists would aid understanding at this 
point. Such men as Manet, Renoir, Monet, Cezanne, and 
Pissarro might be considered. Others in the school of 
Impressionists are Sisley, Seurat, and Gaughin. 
The form of Debussy's music serves as a frame for 
his mood picture. It is far removed from the logical 
German workout of themes or devotion to classic forms. 
Debussy has been called a painter of the infinite. 
Guiding children's responses. 
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1. Interpreting mood. Word responses may be 
evoked from ten- and eleven-year-old children to Debussy's 
11Reflets dans l'eau" after the first hearing. It is sur-
prising how obvious the music is to young people , even if 
the title is not given. Such words as "shimmering " and 
11 ripply " will lead to mention of water. Story responses 
will usually result in subjects of rain , water, rivers, 
ballet dancers, or love stories. Such is the delicacy 
expressed in the music. Illustrations of the stories 
through art responses will be very successful after the 
children have had a chance to hear the music two or three 
times and notice the changing moods within the piece. 
Another way of approaching the mood of the music 
would be to ask what kind of music is appropriate for 
such a title as ''Reflections in the Water". This stimu-
lates creative thinking in terms of musical elements, 
dynamics, and contrasts. 
2. Remembering and following melody. The class 
will be able to sing themes I-A and I-B and theme II only 
on a neutral syllable. The teacher would be wise to play 
them four or five times on the piano as the intervals 
w~ll be difficult for the children. In some cases, it 
may be best to show the themes visually and have a child 
point as the teacher plays and omit the singing. 
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3. Becoming aware of harmony. Debussy's use of 
the whole-tone scale may be explored by the children 
together with the teacher's guidance in singing the 
major scale, the pentatonic scale, and then comparing 
it to the whole-tone scale. Together, the class and 
teacher may count the steps between the tones and 
notice the pattern followed in each of the scales. 
0 0 
W htle. -Te~• Sc"(.., \~ ~ 0 0 '0 l 0 
(2:370) 
Other harmonic innovations which may heighten 
children's aural perception may be emphasized with visual 
help. Debussy's unique way of using chord combinations 
210 
to suggest an empty haze of keylessness may be demonstrated 
as follows. 1 
1All of these notation examples are taken from the 
piano score published by Durand entitled Images No. l· 
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If the teacher has piano ability, the same idea may 
be illustrated by playing measures sixty-six to sixty-eight 
from the score. These picturesque chords and shimmering 
arpeggios create the feeling of the images reflected on 
the surface of the still water. The class may enjoy 
seeing this example as the teacher plays and the visual 
impression may serve to show them the broad scope of the 
melody that they hear. 
In this way, a general awareness to harmony may be 
approached as was the general approach to melody that the 
children experienced in the primary grades. Later in 
junior and senior high school, more specific analysis 
may be attempted by those studying music privately. 
Gershwin An American in Paris 
Capitol T303 
The music itself. Inspired by Gershwin's trip to 
Europe in 1928, the American in Paris is his only orches-
tral work with a detailed program. It is a symphonic poem 
with jazz elements. Briefly, the story is as follows: An 
, , 
American tourist is walking down the Champs Elysees on a 
beautiful spring morning. The music describes his reactions 
to the sounds and experiences of the city--the taxis, the 
cafes, a lady who passes by, and the famous buildings he 
views. 
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The thought of home, America, brings forth a "blues " 
section, followed by a gay Charleston dance as he meets a 
friend and they go on to enjoy Paris together. Tomorrow 
he will return home, but now, the joys of Paris. (15:293) 
The composer. George Gershwin was born in Brooklyn 
in 1898 and died in Hollywood in 1937. He came from a 
Jewish family who lived in New York's East Side and rose 
up the social ladder. His father became the owner of 
some restaurants and they moved to Riverside Drive 
eventually. 
Gershwin's youth in the slums was musically f r uit-
ful , for he studied piano for only twenty -five cents a 
lesson. At the age of fourteen, he composed a song and 
began to study piano quite earnestly. George Gershwin 
became an excellent pianist, became employed in a mus i c 
publishing house as a pianist, and in that capacity, he 
learned the jazz idiom then so prevalent in popular 
music. At the age of twenty, Gershwin wrote music for 
Al Jolson in the musical "Scandals. " 
In 1923, Gershwin met the orchestra leader, Paul 
Whiteman, who commissioned the Rhapsody in Blue. It was 
played in a concert of all-American music , emphasizing 
symphonic jazz. The composer, Grofe, orchestrated it. 
The Rhapsody brought immediate fame and fortune 
to Gershwin who enjoyed great success during his lifetime. 
He even took up the rich man's hobby of collecting great 
paintings before he died at the age of thirty-nine. 
Gershwin's outstanding characteristics are his 
tuneful melodies and his use of jazz in serious music. 
He never did develop his melodies in the longer works 
which is a fault of lack of skill in composition, but so 
great were his good points that Gershwin influenced 
William Walton and Constant Lambert in their music. 
Others who joined his school of thinking were Kurt Weill, 
Ernst Krenek, Maurice Ravel, Aaron Copland, Morton Gould, 
and Ferde Grofe. 
Gershwin's fame increased after his death when 
great musicians began to play and still are playing his 
music everywhere. A movie was made of his life and 
recently a movie of his opera, "Porgy and Bess " , scored 
tremendous success in our country. Two composer compe-
titions have been named after Gershwin--the Gershwin 
Memorial Award and the Gershwin Contest. 
There is a library at Fisk University containing 
musical manuscripts called the Gershwin Collection and a 
theatre called the Gershwin Theatre Workshop Arena. In 
Rome, Gershwin was given the rare privilege of being 
elected to honorary membership in the Saint Cecilia 
Academy of Music. (15:284-291) 
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Guiding children's responses. 
l. Interpreting mood. Word and story descriptions 
of an imaginary trip through Paris may be stimulated if 
the title is given by the teacher without the story that 
Gershwin attached to the music . Picture responses may 
be guided in the same way or by first hearing the music 
and the story Gershwin tried to express. 
A discussion of how Gershwin achieved the effects 
with melody, rhythm, and instrumentation may heighten 
appreciation of the composer's skill. The opening walk-
ing music is jaunty and gay in the strings. The taxi 
horns are impatiently sounded in the brass. Later, the 
trombones play cheerful popular songs in nearby cafes. 
Gershwin's use of the percussion instruments suggests 
the walking of the carefree tourist. A slow, tender 
melody signifies his loneliness for his own country 
which is heralded in rhythm and blues. The Charleston 
dance is another hint of America . 
2. Feeling rhythm. The walking rhythm may be 
clapped and tapped with appropriate rhythm instruments, 
such as sticks or tone blocks. Contrasting the first 2/4 
rhythm with the slow 4/4 rhythm of the blues section will 
effectively show the effect rhythm has on mood. Instru-
mental responses to this and the 4/4 Charleston rhythm 
will stimulate the class in rhythmic recognition. 
Emphasis may be placed on the composer's use of syncopa-
tion, a characteristic of jazz, accenting off the beat. 
3. Remembering and following melody. Seeing the 
melodic themes will not only help the child's concept of 
the melody, but will contribute to his understanding of 
the varying rhythms discussed here. Using a neutral 
syllable and hearing the teacher play these themes first 
is advised as they are a little out of the ordinary for 
their experience in note-reading and intervalic relation-
ships·. Having a child point to the themes as they are 
sung and played by the teacher or a student will be 
helpful. 
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(15:194) 
4. Becoming aware of instrumental tone color. The 
teacher may question the class as to the instrumentation 
used in various sections of the music. Theme I is easily 
~~ 
recognizable as being played by the strings. Special 
effects by the percussion will be identified, and the use 
of brass for the taxi horns is simple for children. In 
addition, the violin melody for the lady section can be 
identified, as well as the use of brass for the second 
theme. The blues theme is in the trumpet section and the 
typical jazz "wah-wah" sound will amuse the class. The 
Charleston is played by the trumpet a~d the orchestra. 
Design Music 
Scarlatti The Fugue in G minor (eat's Fugue) 
Bartok 905 
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The music itself. One way of using melody is in 
the form of a fugue. Originally, many centuries ago, 
melodies were sung alone without harmony or accompaniment. 
Gradually, people longed for a more complex sound and they 
began to divide in groups, entering with the melody in an 
overlapping manner. The word, "fuga, 11 means flight. The 
melody almost sounds as if it were in flight , chasing 
itself. This sounded very rich to the ears of people 
who had never heard our type of harmony. 
Examples of music that are like a fugue are the 
rounds "Row, Row Your Boat " and "Three Blind Mice. " How-
ever, rounds have only one melody repeated and fugues 
have more than one. Two keys are used in a fugue, the 
tonic, or home key, and its dominant key, or that which 
begins five notes higher than the first key. The ending 
of a fugue is usually broad and strong when all the voices 
join in together in what is called a stretto. In days of 
long ago, when instruments were squeaky and undeveloped, 
this type of singing lent volume and excitement to the 
music. The Fugue in G minor by Scarlatti was written 
after the composer's cat walked across his harpsichord. 
The wandering tones that the cat sounded with his paws on 
the keys gave Scarlatti the main theme or subject of his 
fugue. (3: 11-14) 
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The composer. Domenico Scarlatti was born in 
Naples in 1685 and died in Madrid in 1757. He was a great 
harpsichord virtuoso and a composer. He is considered the 
father of modern piano playing. Domenico was the son of 
the famous musician Alessandro Scarlatti and also his 
pupil. In 1709, Scarlatti competed with the great com-
poser, Handel, on the harpsichord and they tied. 
During his life, Scarlatti composed for the Queen 
of Poland and rulers in Italy and Spain. He is famous 
for freeing the harpsichord from polyphonic style where 
every voice is independent. He used arpeggios, skips, 
double notes, repeated notes, and fast passages in his 
music. (54: 1625) 
Guiding children's responses. 
1. Interpreting mood. The children will find 
great amusement in Scarlatti's story of the origin of the 
fugue with regard to his cat. From this hint, they may 
wish to create stories of the adventures of a cat as they 
listen. When they hear the music becoming more complicated 
and intricate with the presence of different melodies all 
at once, a climax should be reached in their story. 
Perhaps it makes them feel that other animals are present 
or the cat has wandered into a jungle where tigers and 
lions are stalking about. The teacher should guide the 
children in listening for such places in the music as 
this that will influence their stories. 
Art illustrations may be attempted along the same 
line of thinking. Contrasts should be expressed either 
in design or picture form to show the developments in 
the music. 
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2. Feeling rhythm. The 6/8 rhythm of the fugue 
should be clapped or tapped by hand or with rhythm instru-
ments by the children. An explanation of note values is 
appropriate. The eighth note receives one beat, the 
quarter note gets two beats, and the dotted quarter note 
receives three beats. They should clap two or three 
measures with these notes one at a time--two measures of 
eighths, two measures of quarter notes, and two of dotted 
quarter notes to feel the basic pulse. 
3. Remembering and following melody. The two 
themes of the fugue can be presented to the class. The 
first subject ascends in skips very slowly, followed by 
a quicker descending scale passage. The children will 
hear the entrance of the dominant key as being lower. 
( 8: 403) 
They will enjoy counting the number of times the 
subject enters and will be able to understand the over-
lapping entrances if a visual aid is used as follows: 
Voice 1 [-----~-----------------------------------------------------
Voice 2 [ 
Voice 3 [ 
Voice 4 [ 
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4. Becomin~ aware of instrumental tone color. The 
harpsichord will be an .~object of curiosity and concern 
among fifth and sixth graders with its delicate tone and 
shape. The keys are attached to quills which pluck the 
strings, as opposed to our piano keys which join hammers 
that strike the strings. This may lead to oral and 
written reports about other ancient keyboard instruments 
and the times in which they were popular. 
5. Awareness of~· The fugue idea has been 
mentioned here as a way in which composers used a melody 
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to make it more interesting for the listener. Some child-
ren might be able to follow the piano score as the fugue 
progresses and count the subject entrances. The middle 
section may simply be explained as a development of the 
theme, a way in which the composer works the melody and 
enriches the composition. 
Schubert Quintet in A (movement four) for piano 
-- - and strings 
Columbia ML 4317 
The music itself. Schubert wrote this charming 
quintet in 1819 in order to use his Trout Song in a longer 
work. This is the first work in music to use a piano and 
strings. The other instruments are the violin and viola, 
cello and bass. The work contains five movements, not the 
usual four. It is movement four which has the theme and 
variation form. Schubert wrote music for orchestra, 
chamber groups, piano, and vocal music. He is credited 
with more than six hundred songs. In his art song, "The 
Trout;' which is the theme of the fourth movement, the 
pi ano accompaniment suggests the leaping fish and rippling 
water. 
Schubert lived during the Golden Age of German 
poetry when Goethe's works were so popular. It was 
Schubert who composed such perfect musical pieces in 
the smallest of art forms, the song. His predecessors 
thought in terms of opera, sonata, and symphony which 
are long, extended works. 
His songs are in two forms, strophic or through-
composed. The strophic song repeats the same melody for 
the different verses of a poem, whereas the through-
composed form follows the poem and makes the music 
express each mood and variation of feeling. Sometimes 
a melodic or rhythmic device gives it more unity. Such 
is the form of 11 The Trout." 
Schubert's rare ability is that of picturesque 
effects through truly musical devices. He used rhythms, 
key phrases, melodic lines, and harmonic colors which 
are stimulants to the listener's creative imagination. 
Another attribute of Schubert's is his mastery of 
small combinations of instruments. Each retains its 
individuality but contributes to the total sound. The 
Schubert duets for piano are well-liked by children. 
Even the symphonies of Schubert sing with song-
like melody. At the age of twenty-five, he wrote the 
beautiful Unfinished Symphony. He had the ability to 
write with proportion, and balance between form and 
feeling. 
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The composer. Franz Schubert lived in Vienna from 
1797 to 1828. The son of a schoolmaster, Franz was one of 
thirteen children. His town was called "Heaven's Gateway " 
so beautiful were the small courtyards and surrounding 
fields, vineyards, and mountains. 
Father Schubert taught school at home. Music was 
very much a part of their homelife with father playing 
cello and Franz studying violin, voice, and piano. At 
the age of eleven, he was accepted into the Emperor's 
choir, where he spent five years. When Napoleon's army 
swept through Vienna, his dormitory was bombed and food 
and heat became very scarce. 
Franz became the first violinist at the school and 
served as director in the absence of the conductor. His 
marks slipped badly for he was writing music on the side. 
In 1812, when Schubert was sixteen years old, he 
left the choir for his voice had changed. Because of 
poor eyes, he was not taken into the army and he decided 
to teach as did his father. This was a bad decision, for 
Schubert did not teach well. He was always thinking of 
his music and his composing. In just three years, he 
wrote symphonies, sonatas, string quartets, cantatas, 
and two hundred and fifty songs. 
A group of music lovers and the city of Vienna 
became Schubert's life. His friends and he would meet 
and discuss poetry, music, politics, and life. He never 
married and never seemed to have much money. 
The great Goethe, his idol in poetry, ignored him, 
but after Schubert's death, the poet paid him great 
tribute when he realized the composer's power to wed 
words and melodies so artistically . (2:171-185) 
Guiding children's responses. 
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l. Interpretin~ mood. The Trout Song may be intro-
duced to the class as a way of setting the mood. It is as 
refreshing as the quintet itself . The piano accompaniment 
reflects the darting of the fish . The class may be asked 
how Schubert reminds us of the trout fish in the song. In 
addition to the joyous, carefree melody, the gay rhythm 
reminds us of its constant motion in the water. The piano 
serves as the rippling water. 
The children will enjoy expressing their ideas of 
the trout scene in art responses . The fifth graders may 
like to draw a scene where the sixth graders might draw 
a design that suggests a theme and variation. 
2. Remembering and following melody. As was sug-
gested for mood interpretation, the singing of the Trout 
Song to instill the theme in the minds of the children is 
desirable. They are capable of notating the syllables if 
the teacher writes the song on paper for each child. 
I 
Note values can also be notated as the notes used are all 
within their range of experience. 
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If the teacher includes the theme from the quintet 
on the same paper for the class, the close similarity will 
be noted. A discussion of the through-composed form may 
be attempted as the children discover how the composer 
followed the word meanings to compose his melody. 
3. Feeling rhythm. In addition to notating note 
values, the class may clap or tap the basic pulse by first 
hearing the quintet and applying a beat of two, three , and 
four to discover which fits best. The class may wish to 
divide in half and have one group clap the basic two beats 
of the song, while the other half of the class taps the 
actual rhythm of the melody. Any such activities will 
make recognition easier in the quintet. 
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4. Becoming aware of harmony. After becoming 
acquainted with the song, someone in the class may be 
able to accompany the singing with the basic I (A), 
IV (D), and V (E7 ) chords as the class decides together 
what chord sounds best in each measure. Teacher help 
will be necessary in guiding this aural training. 
5. Awareness of tone color and form. The follow-
ing listening guides will help the child to follow the 
228 
thematic variations used by Schubert in the Trout Quintet. 
A variation may be explained simply as decoration of a 
melody to make it more interesting. 
a. Violin plays the theme while the other instru-
ments accompany it. 
b. Variation I--the piano decorates the theme 
with the others accompanying. 
c. Variation II--the viola has the theme while 
the violin weaves an elaborate and flowery counter-
point above and below the tune. 
d. Variation III--the bass has the theme and the 
piano a running accompaniment. 
e. Variation IV--again the bass has the theme, 
but it is present in the minor key, then returns to 
the major. 
f. Variation V--the cello has the theme in differ-
ent form and harmonies and leads into a sixth variation 
where the violin and viola alternate the theme while 
the piano accompaniment suggests the leaping trout. 
(54:693) 
Summary 
Some desirable attitudes and learnings. The most 
important attitude to be developed in the guided listen-
ing program is the awareness on the part of each child 
that good listening is an active process that engages 
both the body and the mind. The next basic attitude is 
that of enjoyment in musical experiences. Through a 
broad and varied acquaintance with the world of music 
in both vocal and instrumental works, the child should 
find some music that brings him satisfaction and real 
enjoyment. 
The children in grades five and six should have 
an understanding of music 1 s message within the great 
framework of human feeling. They should have ability 
in word, story, and art responses to express these 
feelings. 
Through bodily response and rhythmic analysis, the 
ten- and eleven-year-old children are to be expected to 
have understanding and sensitivity to rhythm as it passes 
in time during the listening experience. Careful teacher 
guidance in all these learnings is necessary. 
In the area of melody, the children will have 
improved ability to hear obvious and more subtle melodies 
in phrases and sections of t he music. Gradual refinement 
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from the general to the specific shape of melody is an 
ever-growing skill if continuous help is given in sing-
ing and playing of pertinent themes. 
A general awareness of harmony can be expected 
from fifth and sixth graders who can respond to the use 
of basic I, IV, and V chords . They will be able to dif-
ferentiate between the harmonies of our culture and 
those of other countries through a slight introduction 
to varying scale structure. Gradually, they will come 
to realize that consonance and dissonance is a relative 
concept, depending upon the age in which we live if 
they are exposed to harmonies from the past and present. 
Enjoyment and recognition of the most common 
musical instruments in the orchestra and some recognition 
of social instruments can be expected from the ten- and 
eleven-year-olds . Familiarity with ensembles and some 
awareness of the orchestra and band may be fostered. 
The recognition of typical voice qualities and 
ensemble, as well as choral sounds, may be attempted by 
these children as they approach puberty. Combinations 
that are obvious will be more easily identified by 
these young ears. 
An acquaintance with great composers, particularly 
Copland and Stravinzky, from our own country will have 
230 
231 
meaning and interest to children . They can do significant 
research in literature written for children. 
Need for additional guidance in listening. The 
basic listening habits formed in the elementary school 
guided listening program serve as a stepping stone to the 
more difficult musical works in our heritage. If these 
activities are continued and intelligent listening is 
nurtured further in the junior high school, the follow-
ing large forms may be attempted: the symphony, the 
sonata, various chamber works, vocal works , and solo 
and ensemble music in both picture and design areas. 
CHAPTER VIII 
SUMMARY AND RECOMMENDATIONS 
This study was concerned with (1) clarifying 
desirable objectives and procedures for guiding and moti-
vating children's growing musical perceptions through 
listening; and (2) suggesting ways of presenting selected 
music literature in the primary and intermediate grades 
in such a way that it implements these objectives and 
encourages growth in perceptive listening. 
Perceptive listening was considered to be a skill 
which requires some technical knowledge in order to 
appreciate the intellectual as well as the physical and 
emotional appeal of music. If perceptive listening is 
to be developed, experiences in music listening for the 
elementary school child must be based on well-defined 
objectives. T.herefore, clarification and implementation 
were the objectives of this study. 
I. SUMMARY 
The Place of Listening in the Elementary School Music Program 
Music has been given a prominent place in the 
school program as both a source of aesthetic richness and 
as an academic discipline. The literature indicated that 
there were five specific objectives in the elementary 
school music program. First was the appreciation and 
enjoyment of musical beauty to be realized by guiding 
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the mind and spirit of the child as well as his emotions 
and imagination. The second objective was the increased 
ability to think musically with the acquisition of specific 
musical knowledges. Third among the objectives was the 
development of definite musical skills in the areas of 
performing and listening, as well as the development of 
sensitive and intelligent musical attitudes. The fourth 
objective was given as growth in musical responsiveness, 
and the fifth objective was the acquisition of cultural 
understandings through music. 
The Relation of Listening to the Music Program 
The importance of listening to the music program 
was found to be one of close interrelationship. It was 
thought to be the unifying element in singing, rhythms, 
playing, and creating music. No matter what the musical 
activity may be, children are engage·d in some form of 
listening. Furthermore, it was found that varied exper-
iences in music serve to encourage musical growth accord-
ing to personal talents and interests. 
The nature of listening experiences for children 
should be so constructed that guidance is given in how to 
listen and for what to listen. The two levels of 
listening that the human mind and ear can perceive were 
referred to as emotional and intellectual listening. 
Emotional listening involved, principally, the perception 
of the sensuous and expressive elements in music. Intel-
lectual listening was considered to be the type which 
increases understandings and awareness of the expressive 
constituents of music. This presupposes guidance in 
understanding music's architectonics. 
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Specific types of listening experiences were 
organized in both emotional and intellectual areas as 
follows: Exploratory listening, Normative listening, 
Interpretive listening, Analytic listening, Inner listen-
ing, Receptive listening, and Remembered listening. These 
categorizations covered a broad area of musical experience 
from the initial listening that introduces the vast world 
of music to the child, through advanced analysis of music's 
construction and listening for relaxation and enjoyment. 
The Objectives of the Guided Listening Program 
The objectives of the guided listening program in 
the elementary school were considered to be: (1) to develop 
in children the trained ear which will enable them to recog-
nize form and design in music, instrumental tone colors, and 
composers' style of musical expression; (2) to develop in 
children the trained mind which will enable them to concentrate 
~5 
on music to follow its melodies, harmonies, and forms, and 
to develop ever-growing standards of good taste; (3) to 
develop the aesthetic responses of children so that they 
become increasingly sensitive to music with its varying 
moods, its quality, and its aesthetic beauty; and (4) to 
develop in children a lasting desire to listen to music 
for sheer enjoyment. 
Guiding Listening Experiences 
Research indicated that the teaching of guided 
music listening in the elementary school should revolve 
around the developmental growth patterns of the child in 
each grade. Thus, the physical, emotional, intellectual, 
and social growth of children have a direct bearing on 
all musical experiences in general and on listening in 
particular. 
The normal patterns of maturation in children from 
ages six to eleven were found to have direct implications 
for guidance in music listening. A child's development 
is influenced by forces within himself and by factors in 
his physical and cultural environment. It was emphasized 
that progressive awareness of constituent musical elements 
brought about by a music program geared to developmental 
growth will aid consistent growth in appreciation of music. 
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Guiding the listening experiences of children in a 
proper atmosphere which would foster creative thinking and 
individual response to the music was advocated strongly as 
being essential to all good teaching procedures. Also 
strongly recommended was the presentation of the composer's 
use of materials to help the listener to recognize what 
caused his responses to the music. Under this category 
would come guiding children's responses to melodic lines, 
the instrumentation, and the formal scheme or design of 
the music. 
Musical learnings in the guided listening program. 
Guidance in awareness of mood was given as the first 
musical learning that should be fostered in the elemen-
tary school child. The second musical learning was con-
cerned with understanding the musical elements of melody, 
rhythm, and harmony. The third and fourth areas of child 
experience and learning were stated as enjoying and dif-
ferentiating between story and picture music and design 
or pure music. The fifth area of learning recommended 
for refinement from the general to the specific was the 
grasp of musical form or structural organization. The 
sixth phase of study included an acquaintance with 
musical instruments and voices. An introduction to 
great composers and music history was treated as the 
seventh area of learning. The eighth and final musical 
learning advisable for children of all ages was enjoy-
ment of music listening. Through consistent guidance, 
the child will gradually broaden his musical horizons so 
that enjoyment will encompass many kinds of music from 
the past and present. 
Activities in the guided listening program. Some 
of the activities in which children may engage which will 
show growth in musical perception were included in this 
study. Among those dealt with at some length were: 
(1) sharing experiences and feelings through word, story, 
and/or art expression; (2) playing melodic, harmonic and 
percussion instruments in such a way that perceptive 
listening is indicated; (3) dramatization and bodily 
movement which indicates musical awareness; (4) quiet 
listening for musical enjoyment and discussion of ele-
ments of form, instrumentation and composers' style. 
Selected Listening Experiences for the Elementary Grades 
In fulfilling the second purpose of the thesis, 
namely, suggesting ways of presenting selected literature 
for specific grade levels, the following approach was 
used. Two examples of program music (story and picture 
music) and two examples of absolute music (design music) 
were offered for early childhood, namely, grades one and 
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two; similar selections for middle childhood, namely , 
grades three and four; and finally, late childhood or 
grades five and six. 
Listening Experiences in Grades One and Two 
Readings in music education literature indicated 
that initial listening experiences in grades one and two 
should open the vast world of music to the child in an 
enjoyable way. Planned activities should arouse creative 
responses in bodily movement, use of rhythm instruments, 
rhythmic play and story, word, and art responses. It was 
concluded that from such dynamic experiences, general and 
specific learnings will be gained as a basis for further 
aural development. 
Mood awareness should be guided a great deal by 
the teacher in individual and group activity largely 
centered on elements of contrast and repetition. Rhythmic 
responses to the basic beats in rhythms of two, three, and 
four can be expected as well as aural recognition of the 
march, waltz, and the lullaby. 
It was further shown that the general shape of 
melody is within the grasp of the six- and seven-year-old 
child through responses to basic learnings, such as high 
and low, or up and down. In the first and second grade, 
children can learn to sing familiar tone patterns on 
neutral syllable and respond to like and unlike sections 
in melody. 
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It was felt that no responses to harmonic awareness 
should be emphasized in grades one and two except the most 
obvious examples of hars.h and blending sounds or the basic 
tonic and dominant chords as performed by the teacher. A 
simple show of hands by the children may be used to indi-
cate their hearing these basic differences. 
The musical instruments recommended for grades one 
and two included the piano, violin, flute, trumpet, and 
drums among others. No emphasis on instrumental families 
or ensembles was advised. 
Child responses to musical form were suggested in 
the readings to show awareness of the broad structural 
organization of music. Such examples were bodily and 
instrumental responses to contrasts and repetitions in 
music. 
The specific study of any one composer was advised 
only if the person could be related to child experiences, 
as the child's concepts of time and distance are limited. 
An acquaintance with the music of Haydn and Schumann was 
given as meaningful for first and second graders. 
Selected listening experiences suggested as picture 
music for grades one and two were 11 The Little White Donkey " 
from Histoires by Ibert and 11 The Ballet of the Unhatched 
Chicks" from Pictures at~ Exhibition by Mussorgsky. In 
addition, the area of design music was represented by 
Rubenstein's Melody in F and the Badinage by Herbert. 
Listening Experiences in Grades Three and Four 
Enjoyment of music was listed first in importance 
in the learnings of third and fourth grade music listen-
ing. It was explained that these children, capable of 
greater musical analysis, should be able to develop 
greater sensitivity to basic moods and creative response. 
Mood awareness takes on new dimension in responses 
of words, story, art, bodily movement, use of rhythm 
instruments, and dramatization. Some understanding of 
the composer's use of musical elements and instrumenta-
tion to express varying moods is possible. 
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Research indicated that rhythmic response can be 
both mental and physical. Definite recognition of primary 
and secondary beats, as well as types of marches and dances, 
is within the grasp of the eight- and nine-year-old child. 
He can also recognize waltzes, gavottes, minuets, lullabies, 
and hymns. 
Many authors illustrated how responses to melody can 
be more precise in tonal direction and phrase awareness. 
The playing and singing of familiar tone patterns is pos-
sible. The age levels were described as a time when 
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children were more able to hear and reproduce exact pitches 
that are closer together in the musical scale. 
Descriptions were given as to how initial harmonic 
awareness can be stimulated through responses to conso-
nance and dissonance, as such, the tonic and dominant 
chords, and the major and minor mode. Listening to two-
part music, as well as music of other cultures, can be 
understood. 
Additional musical instruments were included for 
exploration, as well as a slight introduction to instru-
mental families. Recognition of two- and three-part form 
as well as the rondo, parts of ballets, suites, and over-
tures were recommended. Continuous response to phrases 
and sections was rated very important. 
The lives of composers and acquaintance with some 
of their music may be presented simply for the enjoyment 
of third and fourth graders. The authors agreed that no 
attempts at individual research should be expected for 
the majority. Those composers suggested as appropriate 
for eight- and nine-year-old children were Mozart and 
Debussy. 
Selected listening experiences suggested as picture 
music for grades three and four were pieces from The Mother 
Goose Suite by Ravel. The area of design music was repre-
sented by the "Romanze " from Eine Kleine Nachtmusik by 
Mozart and the Prelude in D-Flat by Chopin. 
Listening Experiences in Grades Five and Six 
Enjoyment and awareness of listening as an active 
process headed the list of learnings in grades five and 
six. It was found that these children are capable of 
understanding the message in music and their responses 
can be more intellectual than physical in nature. Con-
stant refinement in the perception of specific melodic 
shape is possible, as well as an awareness of more com-
plex rhythms. Physical responses to rhythm requiring 
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more coordination are within the scope of ten- and eleven-
year-olds. They can analyze rhythmic patterns related to 
their music reading experiences. 
The majority of authors stated that harmonic feel-
ing can be extended to responding to the tonic, dominant, 
and sub-dominant chords, varying scale structures and 
harmonies of the past and present. 
Families of musical instruments were recommended 
for presentation because of the children's keener aural 
perception to varying timbres. Recognition of typical 
voice qualities and ensemble sounds was found to be 
desirable. 
Continued acquaintance with more composers and 
their music was strongly recommended as challenging for 
ten- and eleven-year-olds who are capable of doing simple 
research in music books written especially for children. 
Appropriate composers for this age group included Copland 
and Stravinsky. 
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Selected listening experiences suggested as picture 
music for grades five and six were "Reflets dans l'eau " 
from Images by Debussy and An American in Paris by Gersh-
win. The area of design music was represented by Scar-
latti's Fugue in G minor and the fourth movement of 
Schubert's Quintet in A for piano and strings. 
Guided music listening in the elementary school 
was described as serving as a basis for the child's con-
tinued musical growth in the junior and senior high school. 
A program based on well-defined objectives was thought to 
be necessary in further music listening experiences to 
attempt more advanced musical forms and more complex 
instrumental and vocal combinations. It was concluded 
that, through a guided listening program, the music educa-
tor can open the doors of musical beauty and enjoyment to 
the child. 
II. RECOMMENDATIONS 
Additional research is needed to help teachers to 
select appropriate music literature and make it available 
to the music teacher and the classroom teacher of the ele-
mentary school. Specific examples are lacking of pre sen-
tations of great music so that it has meaning for young 
children. The selected listening experiences given in 
this study could be extended to cover possible listening 
experiences for an entire school year in each grade. 
In order for listening growth begun in the elemen-
tary school to be continued into adult life, similar 
studies are recommended for the junior and senior high 
school levels which would serve general music classes 
and music appreciation classes. 
A further recommendation is a survey of the music 
preferences of children after they have been exposed to a 
guided listening program, such as the one proposed here. 
Finally, a study is recommended which would determine the 
carry-over of learnings from guided listening experiences 
to new but related literature which the child would 
approach as an independent listener, as he would be out-
side of school in listening to radio, television, and 
community concerts. Thus, the lasting influence of the 
guided listening program could be more fully appraised. 
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Statement of the problem . It was the purpose of 
this study (1) to clarify some desirable objectives and 
procedures for guiding and motivating children's growing 
musical perceptions through listening; and (2) to suggest 
ways of presenting selected music literature in the pri-
mary and intermediate grades in such a way that it imple-
ments these objectives and encourages growth in perceptive 
listening. 
Methods and procedures. Basically, a library 
research study, the sources of data included a review of 
current literature in music education and general elemen-
tary education. Books, periodicals , yearbooks, and pub-
lications of learned societies were consulted, as well as 
books on music and musicians . Special emphasis was given 
to books written specifically for children and teachers. 
Other works consulted were master's theses and doctoral 
dissertations . 
Summary of the findings. In order to determine the 
objectives of the listening program, consideration was 
given to the objectives of the total music program . These 
objectives were found to be: (l) the appreciation and 
enjoyment of musical beauty; (2) the increased ability to 
think musically; (3) the development of musical skills; 
(4) growth in musical responsiveness; and (5) cultural 
understandings through music. 
It was found that the majority of authors recommend 
a varied activities approach in teaching music in order to 
achieve these objectives. A music curriculum planned in 
this way includes the following broad areas of experience: 
singing, playing simple instruments, rhythms, listening, 
and creating. These activities were shown to be closely 
interrelated, but because music is an aural art, listen-
ing was considered the unifying element in all musical 
endeavors . 
Perceptive listening was considered as a skill 
which requires some technical knowledge to appreciate the 
intellectual, as well as the physical and emotional, appeal 
of music. If perceptive listening is to be developed, 
experiences in music listening for the elementary school 
child must be based on well-defined objectives, directly 
influenced by the objectives of the total music program. 
The objectives of the guided listening program were 
found to be: (1) the development of the trained ear which 
will enable children to recognize form and design in music, 
instrumental tone colors, and composers' style of musical 
expression; (2) the development of the trained mind which 
will enable them to concentrate on music, to follow its 
melodies, harmonies, and forms, and the development of 
2 
ever-growing standards of good taste; (3) the development 
of the aesthetic responses of children so that they become 
increasingly sensitive to music with its varying moods, 
3 
its quality, and its aesthetic beauty; and (4) the develop-
ment of a lasting desire in the minds of children to listen 
to music for sheer enjoyment. 
Research to determine desirable procedures in guid-
ing children's listening revealed that the physical, emo-
tional, intellectual, and social growth of children have a 
direct bearing on all musical experiences in general. The 
developmental growth patterns of children from ages six to 
eleven were found to have direct implication for guidance 
in music listening. It was emphasized that progressive 
awareness of constituent musical elements brought about 
by a music program geared to developmental growth will 
aid consistent growth in appreciation of music. 
It was found that the guided listening program 
fostered gradual musical growth through ever-increasing 
challenges offered by such approaches to music learning 
as: (1) interpreting mood; (2) feeling rhythm; (3) remem-
bering and following melody; (4) becoming aware of harmony; 
(5) experiencing instrumental tone colors; (6) becoming 
aware of form; (7) meeting composers; and (8) listening 
for enjoyment. 
Some of the activities children may engage in to 
achieve these musical learnings included (1) sharing 
experiences and feelings through word, story, and art 
expression; (2) dramatization and bodily movement; 
(3) playing melodic, harmonic, and percussion instru-
ments; (4) singing, playing, and notating musical ele-
ments; (5) reading about music and musicians; (6) show-
ing aural and visual recognition of musical instruments; 
and (7) choosing music for quiet listening enjoyment. 
The second part of the project dealt with the 
presentation of appropriate music literature to implement 
the objectives and procedures advocated, as stated above. 
Four selections were chosen for each area of childhood, 
early, middle, and late, which were considered to be 
particularly well-adapted to the maturation level of 
the children. The music was representative of both pro-
gram (story and picture) music and absolute (design) 
music. 
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